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ABSTRACT 

+ 
Modernism and Post-Modernism in Canadian poetry have 

- .. 
been introduced and déveloped in the pages of non-commercial 

\ 
";Little mRgazines", beginning wit~ F.R. Scott and fi.:.J.M. 

Smith's McGill Fortnightly Review in 1925. Subseauent gene~a
tions and l schools of poets have made their firet appearances 
and they have developed their ideas by producing their own 
magazines. 

The aim of this dissertation is threefold: to investigate 
the phenomenon of the 1ittl~ magazine, its role' as an essential 

alternative to commercial publications, and the sociological 
and ags~hetic necessity for its survivàl; to investigate the 
progress that hàs taken place in Canadian poetry in the pages 
of the little magazine, 'as weIl as the evolution of the little 
magazine itself; in light of the fact that literary Modernism 
and Post-Mode-rnism have not developed in Canada in isolAtioh, 

\ 

'to investigate the influence o,f European, English,- and American 
poetic development in the twentieth c~ntury on Canadian poetry. - , 

Kenneth Norrie , 
McGill University 
Department of English 
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RESUME 

............... " .... 

Le modernisme et l'après-modernisme dans la~"~ésie canadienne', 
ont fait l'objet d'articles, parus' dans de "petites revues" qu'on ne 
trouve pas dans le commerce. La première de ces revues a ~t~ McG;11 

"Fortnightly Review de F.R. Scott et A.J.M. Smith qui a cORmene! a 
parartre en 1925'1 Depuis lors, d'autres générations de poètes et 
d'autres écoles ont fait leur apparition. et développé leurs id!es en , 
pub liant leurs propres revues., .. ' 

La présente dissertation vise trois, objectifs: 1) étudier. le 
ph!nomêne de la petite revue, de son importance cap1ta1e comme substitut 
des publications commerciales et l'imp!ratif sociologiqu~ et esthétique qui . 
~n assure la surviei 2) ~tudie~ les progrès réalisés par la poésie cana-
dienne dans les pages des petites revues, ainsi que l'évolution de la 

1 

petite revue proprement dite, êtant donné que le modernisme et l',aprês-
mod~rnisme ne se sont pas dêvelqpp~~ en vase clos au Canada; 3,) étudier 
l'influence', que l'évolution de l~',~OéSi~ !n Europe, en Grande":Bretagne 0 

! et aux Etats-Unis a exercée sur la'poésie canadienne du vingtième siècle. 
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THE RISE OF MOTIERNISM AND'THE ROLE OF ~H~ LITTLE 
, , \ '> '\ 

Moqemi"sm i8 a development that came comp8I:,ative Y.. late 
", to Canadien' poetry, es~abli~~ing i tself as the d~ina t -;o-de--~ 

in the 1940's, although ther~''''h~d been mO,derate stirr'~8 and 
intimations of it in Canada sinee 19l4. By the time M ernism . , 

had fully established i tself in this count'hr t lit el"atu in 
" \" . 

most European countries and even in the uni',ed States h d be-

gun What~s curl"ently being called i ts "Post'iModemist" eriod. 
Attempti g to see Canada within the context d{ d~velo~~e~ has 

led Robe t Kroetsch to assert that "Canadian I\terature e olveq 
directly rom Victorian into Postmodern. ",1 This \i9 simply 

not true ~f Can~dian poetry. Its Modernist evolution has b 

graduaI an~\ t at times,' f'ragmented; 1 t can also be argued thla. 
much of wh t ls considered ta' l:1-e Cahadian Post-Modernist \ 

poetry bear a strong resemblance or kinship to the work of \ 

th~ early A erican and European Moderniste. 

An und~~/tanding o~ the nature of Modernism i6 an essen-\ 
tial aspect f' a study sueh as thie, yet a simple defini tion \ 

of Modernism "s, hA.rd to arrive at sinee the p'riod is too \ 

deeply involv~Q with the entire ,social process to warrant a \ 
\. # 

simple Objectiv~ summary. Modernism was a phenomenon that eut-
acl"OSS- al1 ""of thé art,s almos't simultaneoùSly, the literary 

part of ft r'eprese~ting- one -SIp.~ll b~t essentiâl branch of the 

tree. Often it se~s difficult to reconcile movements such 
~ às German Express oniem, char~cter~z~d 'by its passionate sub

jectivity, or Ital 'an Futurism and its- celebration of the

-ma~hine and the li eration of typography, with the austere 

rican and English Imagiets; yet al~ of 
ovements and at heart they share an 

e,vi~onment and'certa"n pommon assumptions. . \ 

The essentie.l pri~i:'fle of the Modernist artist ia tha,t 

el t very stronglY a ~ènse of the present, of liVing in a 
, ' \ 

ana" ot: breaking ,th the post and its accumulation of 
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In many respects twent~eth century man has faced 
the grea est radical shift of values and of judgements bearing 
on mlin!'s raIe and Pla~e in the world sinee the Renaissance' • 

. BegiJni g in the mid-nineteenth centu~, grea~ Phil0~o;hical 
and J,oc al upheavals wer~ to indelibly change the fac'e of th~ 

, Weste~ wor-ld, conspiring to create a wor.1d 'far the ea1."ly twen.:-
\ 1 \ _ , 

'---tî:'é ..e.njïury man that was radically different from tha"t of his 

Victo'r~~n ;;;deëesBors • .Etl~ of western man's, values, \fere cal1ed 
into arestion. The' economi aasessment of Karl",,Marx,. the evo1u-' 
tionaz1y theories of ',Charies \ Darwin, the PSYChol~~ical probings 
Of Sigmund Fr~ud, and the re,lativity theory of Albert Einstein 

~ \ ~1 

combined to plB:.ce man in a n~w world, a new universe, ~nd, in 
a new relation to himself. Marx •. ~ cri tique of capftali8~ be-

, \ 

gan the assault on an eeonomic system thet had thrived in Eur-

\ 

pe and Am~rica for close to 300 years; Darwïn~s findings and 
theories brought western religious answers to man's ~l~c~ in the 
universe totally ihto question; Preud provided·man with a g~ar 

\ wi th whieh to diseusS' the inner human process, and he began t~ 
~~ing ta light the dark, uncanscious side of man; Efnitein'g \, -
~eory af relati vi ty 'returned man to a Hera~li :teen wprld of \, \ 
fl~ and tO a revalued sense 0f the nature of scient~fic obje~- l ' 

tiv'ty • .Etll of these endeavours represent severe and radical 
. S'hif g in man "a way of looking at himself and the wo~~d that he 

, ' 

inhab'tg. ndd to this ather current8 af thought like t~e phil-
, 1 

,osophy af Nietzsche, the rise of the suffragette and fèminist 
movemen , the di covery of primitive'cave paintings in 'Franc& 
and spa! , the in entian of the electrie 1ight a~d other tech

deve~opm nt~, and'we see the early twantieth century 
as a worl tatally raneformed in both reality and appear;anc& 

\ from the orld of th Victoriens. The old order was gi v-ing way 
to a new Q dei which ad a~ some of ite main components radical 
cri ticism, \skepticism,\ reappraisal, dynamism and doubt.-

.«t a ttme when al1\ of man "s values and baliets wera being 
called into 'question, is\it any wonder tha~ àrtists also began 
t? question the values a~\ï elements of their arts-? This, too'. 

\ \ 
\ , 

\ 
~ 
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is an ~5sential property of ~odernism: a concerJ with reevaluat
ing th, role of art and investigating the elements'that compose 
the medium. In' the wake of the 'new discoveries made ,during this 
tifue, ~t ia not surprising to find'the a~ist in fact using 
som~th~,ng like a scientific method in~tbe treatment of his a-rt.-

s'oll far 'as the ass-essmè~ of value of the arts is concerned 
we f~nd diffe,rent groups, of artiste emphasizing different;' "\, 
values:-\ the i Dadais'ts~ are,' nihilistic in theix: att~ tude towards 
art and concern themselves with violating'and debunking bour
geois values; for MarirlE7tti a.nd th:è futuri'~t~' ,'\.ne 'of art "er'" 
purposes becomes the glorification of the machine age; the 
SUrre~11sts desire to release the liberating and revolutionary 
powers~of the unconscious; the I~agists àre concerned'with , 

1 1_ J l \ 

poetry as 'a precise art of che.rged v.1sual depiçtion. The 
• 1 

vàl~~s, in each case, ar~ different, and yet they share'the 
urge 'tomake art a\vital life force--destroying r 'celebrating, 
releasing 'and crystall'izing'-:' \ -

, \ ' 

~ central aesthetic concern in\ali the art movements' ig 
, ' 

an inv~stigation of the med~~ giving credence to-Modernism as 
a period in the arts. of "higp. ~est4etic self-conséiousnesS" and 
non-representationalism, in which ~1r turne from'realism and 
humanistic representation towards s ~~e, technioue, and ,spatial 
fom in pursui t of a deeper penetr ~n of life'."2 What resul ts 
i8 a deeper,penetrati~n of art.;MÛsic\an8 investigate prin~ 
ciples of tonali~, pain"ters O("color.\and perspective, sClllp
tors of form, Whi~ writers inves"tigat~ how language commun-

, ~ t ' 
~cates through vis al and auditory cuesr'In a sense the arts 
are brought under an aesthetic microscope to study their 
structure; it ia in thls way that Moderni~m 18 a hignly formal-

l ' ~ -

istic movement; in t~ia i~ ie diametrically oppoeed to the 
revolution of conten: represen!ed\by the Romantics. ~lthough 
there ia a consequent liberation of 8ubject Matter in Modern 
art, content \often takes a second place tq the investigation 

l ' 

of formal problems. Is Louis Dudek notes in his essay "The 
Meaning of MOdernism", formal analysie- is 'evident in aIl of 
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the Modern arts: 

•• '.we Bee that the Imagist method ie as 
. much an analysie am.d a dislo ation· _Pf the 

elements of poetry as Cubism was in painting, 
or, the at9nal system was in usic. T~e CODUllon' 
principle of aIl the$e moveme te ie that"in
variably the arts turn in upoh themselves. 
~rt for' /trt,. which et art e'd th~hole thing, has 
become art analyzing its own i ards, or 
meohanically dismantling and ~ assembling it
self in novel ways. Modernism i the disin
tegration of every ~rt; after an expulsion': of . 
its subjec,t matter. j , 

In loeat~ng the arti~- corcern SOl~li in the artistic 
realm, relatively fr~e of socia~ implicat~on, Modernism provided 

the artist" 'IIi th a new unpreèedented freed~m: 
1 

.' •• i t eet the artist free 'to be more hilIlself., 
let him ::nove_ be;'{ond the kingdom' of neeessi ty to 
the'kingdom of light. N~w human coneciousness 
and ee~ecially artistic consciousne8~ could 
become more intuitive, more poeticj art c,ould.' 
DOW fulfil itself. It waa free to catch at 
the manifold -- the !:itoms as they fall --
and o:r:eate significant harmo!)y not in the uni
verse"but within itself ••• 4 

rmplied in this new freedom was the possibility or aehieving 
a new coneciousnee~t one that 'lias commensurate with'the new 
modern world; for the arts in the Modemist phase tlmoderni ty 
is a new oonseious~ess:, a fresh condition of the humarr mind ... 5 

Radical changes in the arts are in order if art ie to partici
pate and be a vital part of twentiet~ century life; the pre
cisiolT and order of form and orientation 'inhen ted from_ the 

-J: 

Victorians does not serVe the modern\ world'. 'The moral Vio-

torian concern ie now part of an outmoded art, chained to an 

old world view; in oontrast, the modern world, with aIl of 
its dynsmism, 1e a worXd of uncertainty and chaos. ~hese'are 
elemente that Modernism s~'eke t'o encompae~; indeed, as Mal

colm Bradl:n1ry and James McFarlame have oommented: , . 
,. , ' 

• -•• it 1e the One art that responds to the 
scenaria",of our,éhaos. It ie the art conse
quent on Heis~bergts 'Uncertainty principle', 
of~the deetruction of ~ivilization a~d reason 
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in the Pirst World War, of'the"world 
changed and reinterpreted by Marx, Freud 
and Darwin, of capi talism and constant in
dust;riaJ; acc~l.eration, of existential\ ex
posure to meaninglessness or absurditt_ 
It is the literature of technology. I~ i~ 
the art oonsequent on the dts-estab11s ing 
of communal reali ty and conventional n tions-

, " 

of causali ty, . on the destruction of t di tionsl 
notions of t,he 'wholeness' of' indi vi dual char- ' 
act,er, on the l.inguistic chaos that en uee-
when public notions of language have b en 
discredited and when all realities hav be
come subjective ficti~ns. Modernism ie then 
the art of mod&rnization -- however "st rk 

---,-- the separation of the art:i.st trom soei ty 
mal" have been, howevgr obliaue the art stic, 
gesture h~ has made. . ' 

\ 
\ . 

? • 

The Modêrriist artist ia intensely aware o:f l.iving in a 
world that has been cataclysmtcally separated from the p,ast; 

'tl "" " 
the sense, is not onl~ tha~ the art±st is "living in ,the twen-
tieth eentury, but also thàt the eentury t'El sepa;rated :tram 
those that preceded i t by an unbreachable oh,asm. We find ~n ,.- ~ 

, . 
Modernism an intense historicity which, ultimately, judge~ 
how diff'erent the present is from the past: For better or 
worse, the artist has been eut off from the great tradi tiôr1s 
that have developed in each art; this separation ia aoknow~ , . 
ledg'ed by ei ther cries of jay or cries of despair. Part of Ithe-

,0 1 

central. dynamiè of'Modernism is the tension betwee~ artist~ 
oelebrating their arrival in a brave n~w<worId ~d those ~ho 
lament the loss of the past; these extz:emés in vision and ' 

sentiment are, perhaps, best represented by the Ita11a.n and 
Russian Futurist affirmations;, on the' one side, and th.e des-

l'air of Elio't' s "The {Waste Land'" on the other. The modern, l ' 1~ 

,} 

!"l' 

world :i.s seen as both a beginning and as a g~veyard, ana, th;e, ~, 
y .. l , .. '" .. j 

art1st can ei ther be attracted or ,.repelled bl" the' prospect i~ 

of livlllg in ~U~h a WO~ld~ Lookin,g at the M.Odeiris~ art~', B~d':' 
~ry and McPa/I"lan, :f'ind thesé two tel}d~ncj.es', a1.blo~~ equally 
active: 

'W 1 - , 

••• 'M9deInism weI!! in mollt countries an ex
t~ordinary. compound of' the futuristic and 
th~ nihilïstic, the ~evolutionary and the 
conservative, 1ihé naturalist~.Q and t.he Sytl!.-

i" 
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bolistic, th~;romantic and the classical. 
It was a ce16bration ~of a teehno1ogieal 
age and a condemnation of i t; an exei ted 
acceptance of the belief that the old "re
gimes of culture were over, and a deep , 
desparing in the fale of that fear; a mix
ture of conviotions that the new forms were 
e~cap~s from historicism and the pressure~ 
ôf the ti~e wi th convictions that they were 
precisely tne livi?g expression of the,se 
th~ngs.1' ~ - ,,, 

, 

Whe't'her in love ~ th the modern WOTld or living .. in t~rror o{ 
it, the Modern~st~iter was aware of haVf~g been cut' off 

from previous- ~istd~~ be1ng, not a product of thé pas~,' 
but a fragm~nt of/the !mm~ e en;ironment. His ~rt'had .. . 
also. departed from "'tradition" in. rder ta' re~s the new. 

Old forms could ~be employed but tIfey wo là need 'he totally 
~~ 

reconsti tuted to serye the modern sensi bili ty." li'o~ ma . the 
" ----paet. had become lia heap of broken images" and they wOû1"d~ 

6 

" 

-------~ 
, --ta surrender to that real vision. 

Before moving on to Modernist developments in English 
language li t"erature and their interplay wi,:th the li ttle :mag

aziné, i t might be weIl for u's, d'ince we have looked at 

M'odemism, to consider, at least briefly, the Post-Mod.e~iBt , 
ppase. Despi te the curre~t emphasis that has bee~ pla~ed on 
Post-Modernisin.'a's a new artistic manifestation', we will see 

- . 
that i t carries wi th i t many of the assumptions of, MOdernism'; 

., a 

indeed, Many of the Modernis't' artists are looked upon aer great 
JI· 

. artistiC" f~ther figures by the Post-Modems" Post-Modemism le\, 
" 'in other wo~~, an elaboration of Modernist principle~~rather .. ~ , ,.. '-. 

than an' anti-Modérnist moveinent. In ll'is e'ssay "Modernisme, Il , 

Frank Kermade has presented much "the same argument for seeing , . , 

" 

the continuity be~we'8n Modemism and Post-Modemiem: c.' 

Kermode ho;Lds that thé contemporary art of 
the .random -- the s-quaring out of a piece 
ot space or tilne, th,e .speeifying and sign
ing of B.ll environment, as i~, Cage or Bur
roughs -- ia- blodd-cousin to the earlier 
tendenciee, tno~gh he dra",f.! a line s'cross6 
ta distingu~ eàrly MndQrniem, whlch W~ 
muçh more formalist, or !Îevoted to the' para
doxes of form, from lster or Neo-Moderniem, 

-0 
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which la anti-formalis1i, though compel1ed 
to use form to subvert i t. The use of 100se 
struc,'ture or aleatory art (i.e. the art 
of conscious fi c-t i venesB", as in Nabokov, 
Borges, or Barthe1me) ls not outrightly at 
odds wi th i ts predecessors; i t ls a n1Wf 
disposi tion of old forces. Thus wha1i Kèr
mode calls Neo-Modernism and others have 
_c~5?sen 1ro calI Post-M04ernism invol ve~ B' 
--cnange in what Harold Rosenberg calls the 
"tradi ti,cin of the DeWI. - a change fal1ing 
perhaps",'around Dada 8- but 1t i9 stil11 

o that srune tradition. .) 

" My tendency, then, shàll be,to consider-Post~Modernism as 
~--

part 'cif the Modernist tradition. The eV'olution of modern 

1 7 

Canadian poetry ie one of' continued and continuing Modernist 

innotatioo, elaborations upon rather than radical departureS' "

from the Modernist tradition. 

In English language literature, as in most European 

li te~tures) Mode~ism ~~ifested i tself as -g repudiation of 
the fa~ling Romantic' tradi tion. This was particularly true in 

the wri tings of the ,Imagist group, centered around Ezra 

Pound: 

... A't the beginning, li teraÏ'y modernism ~as \,J'x
plicitly and polemically anti-Romantic ••• 
Pound, in part through Hulme's influence, de
nounced romantic emotionalism,' vagueness, and 
sloppinesS" and preached the classical virtues 
of craftamanship, economy, objectivity, pre
cision. fs they expounded i t, the Imagist doc
trine was primarily anti-Romantic, 1ntended to 
produce'hard, dry, classical verse. Y 

-' 

• l '--.. 
Regarding English language poetry, -William Pratt has been .. /'. 

correct in his obs.e~rvation that "the' Imagi~t poem was both a 

~ beginn~~t. an~ an achievement" in modern verée, .and that "taken 
as a whole. i ~ ie modern poetry in miniature ... 10 The three

basic premises of Ima'gism, as stated by F.S. Flint in his 

'-------,~ .. " .. essay "Imagisp1e, fi published in the March 1913 îssue of poetry, 

'were.to have a major impact uport the way English, A'merican - . 
and, ul·ti.miltely, Canadian verae were to be writt'en by s*uc-

ceeding generations.'Tpese three principles were: 

\ 

, 
, 
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1. Direct treatment of the "thing," 
whether subjective or objective. 

2. Ta use absolutely no word that did 
not cO,ntri bute ta the presentation. 

3. ~s regarding rhythm:; to cornJlose in 
sequence of the musical -Phrase, not in 
sequence of a metronome. ll 

These three principles wer~ to lead to primary chang~s in the 

way verse was ta be composed; the flowery language of the 

Romantics and Victorians, overbrimming with adjectives, wa~ 

to be replaced by a' poetry' of claseical sparseness >and 'pre

ci.sion; the poem would al~ol.~"no longer be held prisoner by 

the trammels of end-rhyme and regularized Metre; instead, 

free verse Was to become the accepted forme In essence, bo~h 

the form and content of the poem were being ~et f:.ree. Poetry 

would no longer nece~sârily have~to concern itself with the 

"higher truths" of existence; a red wheelbarrovl was now ta 
be as rel:evan,t ta Jloetry as a grecian ',urn. In' terms of 

language, poetry would move closer to the patterns of human 
". 

speech rather than sustain the sti1teéf met~e of a previous 

age. This Imagis\ movement, or p:qi1osophy, wa~ to have an 

effect on all the major poets wri ting in English at the time • 

.4:1 though never considered Imagists" anp' not emong the poete- ' 

in the Imagist anthologies, W .. B., Yeats and T.S. Eliot were 

ta show signs of Imagism in the'ir verse,' as did other poets 

such,,.as Carl Sandburg, Marianne M'oore, Wallace Stevens, B.É. 
Cummings and ~rch1bald MacLeish. 

Imagism is, in Many ways, one of the mare conservative 
\ 

of the Modernist movements. The Imagists- maintained that 

they were not de-ing anything that waB radically new; rather, 

they were upholding ",the basic princip1es of good poetry. 

Yet, despite this assertion, we can Bee that the'work of 

lÏldington, H.D., Pound, Lawrence, Eliot and Flint went a-_ -

gainst the grain of the day"s literary conventions aS" re

presented in the pewspapers and pe'ri.odicals of the time. 
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Now, in that their{> work was_' not aimed tow~:rds, mas~/ -

appeal, and in that i t was highly unconvèntion~J;---·"tnê' 

{ 9 

f . -
rmagists-, like Many other of> th~t MOdernists, --~eede.d a spé"~i-
fic fortlm in which to diBP~~Y t eir work. 'rh~ forum. was 

the li ttle magazine. In ~8:ié.z1n s like Poet?' and !!!!.. 
'Li ttle Review the essent1.a.l prog m of th~ Imagists wae 

gi ven an airing~_~~ other magazi es like Bla:st, !h!. Egoist 
and îh! Exile Pound hammered nome h;i.s programs. The li ttle 
magazine was to exist aS" one' of the essential outlets for 

the furthering of Moderniam'. 

The little magaz;ne 1s a magazine of small circulation, 

usua;tly of no more than several hundred readers. Ita func
tion 1s to serve as ~ alternative outlet for literature, 

.... 
usually "'fo,r the purpose of ,attacking c!?nventional modes ,of 

expre~sion and of bringing into the oP~ new ana unorthodox 
li terary theories and practices-... 12 N.s- the chief study of 

\ 

the -little magazine notes, "one of the most significant con-

tri butions of these magazines to twenti.eth c entury li terature 

is ta give it an abundance of suggestions and styles.which 

popular or academic taste scarcely could tolerate or ac
cept. ,,13 '!'he prime moti vat"ing force behind th'e li ttle mag

azine is two-fold: 

••• rebellion against traditional modes of 
expression and the wish to experiment wi th 
novel (and sometimes unintelligible) fonns; 
and a deeire to overcome the commercial or 
material difficul t-les wh,ich are caused by 
the introduction. of any wri ting whosf! com
mercial meri ts1lave not been proved.~4 

I!ïouis Dudek has elaborated on the relation~hj",p between the 
! 

little magazine and the commercial press: 

\ 

1 

The appearance of the little magazine in 
~merica coincided with the beginning of 
what i8 called modern in literature.· mode~ 
poetry, and the modeI'r\ist movement in tha-' 
arts. 'rhe new magazines and the new- li tera
ture are sa closely related that the reader's 
opinion of the one is likely to ,be an in-
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dication of llis opinion of thé other. 
Both are characterized. by opposition ta 
the dom~nant characte~ in our society --
to the popular press, the advertising 
economy, and aIl those pressures which 
would redUCé the individual tE> stark 
unif6rmi ty as producer-consumer of a 
mechanized super-state; on the other hand, 
both modern literature and its experimental 
magazine!!' are chara!!teri z,ed a1so by the 
effort t,o rehabili tate li terature 8B' 
living cdmmunicavion, to '-haIt i t!!' deca
dence J!1~ the cultural property; of an 
acadel'liic.or a genteel minority. The new 
li teratur~ and the n,ew magazines, therefore, 
are ope-n ta attack both from the side of 
po'pular tast e, the rootl ess tast e of 'tl'le 
great majority, and from the side of the 
conservatively-traditional educated,01ass. 15 

, 

Although open to attack .fr?m the side of popula~ teste 
and, a1so from the conservB;ti ve 'educated cÜI.S,~, the li ttle 

!, ' 

magazine is a1so free to charge these two factions in turn: 

the first for their lack of a civilized aesthetic sensibil-, . l " 
i,ty, and the second fOF clinging to the traditions or' the 

~ ~ 

pa.st. Ifudekf"'s statement that the-àppearance of the little 

înagazine and the new poetry of 'Modernism 'are closely inter

re1ated is sure1y correct. The little magazine has ~erveœ' 
well, as the primary vehicle :t'or modern poetry. MagazineS' 

such as poetry ('Chi<1lago), ~ Little Review, ~ Egoist 

and Blast provided a li vely forum for the ea'rly Modernist , 
activity of their time. ,In 1946, Frederick 'J. 

,Cha~les .rol1en and Carolyn~. Ulrich, in their 
Little Magazine, aould ~finitivelY sta~e the 
the little magazine to the Modernist movement: 

H.offman, 
study !h! 
importance of 

• • • the best of OUT li ttle magazines' have 
s,tood, t'rom ,1912 t~ the present, defiantly 
in the front ranks of the battl e for a mature 
li terature. They have helped fight this b~ttle 
by being the first to present Buch wri ters as 
Sherwood Anderson, Ernest Hemingway, William 
Faulkner, Erskine Caldwell, T.S. E1iot--by 
first pub1ishing, in fact, about 80 per 
cent of our most important post-19l2 critics, 

10 
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. l , 
novell.sts, poets, and 'story.-tellers. 
Further, :they have introduc ad and spbn
sored every noteworthy litèrary"movement 
or school that has made its appearance in 
A'qlerica duri~g the past thirty years.16 

In defining th~ structure and,role of the,little mag-
\0 gzine, H?f'fman, ~11en and Ulrich cons1der the !Doti vation of ., 

the li ttle magàzine edi tore He is one who, seems destine<Î'to 

\ 

" 

pri,nt a magazine of small circulation that loses mo,ney and 
.. 

is, essentially? a rebel against the li terary standards of 

the time: 

, . 
SUch a man 1s stimulated by Borne form Of 
discontent--whether wi t:n the constraints 1 

of his world or the negli"gence of puplishers, 
at any"rate with something h~ considers 
unjust, boring, or ridiculous. He view~ 
the world of'pubiishing and populariz~rs 
with d1sdain, sometimes with despair. If 
he is a contributor and wishes to be pub
lished, he May have to abandon certain pn
orthodox aesthetic or moral beliefs. Of'ten 
he is rebellious against the doctrines of 
popular taste and sincerely believes that 
our attitudes- towards l;i terature need' to be 
reformed or at least made more liberal. Mor6 
than that, he generally insists that publi
cation~should not depend upan the whimsy of 
conventional tastes and rrhoices. 17· , 

1 
1 

Kt its best, the little magazine has a new program or poetics 

ta put forward in opposition to established taste. In any 

case, the, magazine is always a reflection of the orientation 

and poetic poli tics of i ts edi 'P0r or edi torial group, and 

can only be as good aB' edi tariel judgment permi tS: 

For the most part, !;leach magazine serves 
its separate purpose· before it dies: that 
purpose generally 1a to give finis~ed forro 
and sorne degr~e-of distribution ta the per
sonality and the convictions of~its editor 
or edi tors-. Oi'ten \ these convictions are given 
edi torial form. The edi torial statement May be 
simplY'an expression of generosirty to tho"se' \ 
who are akin, in spirit; it May be (or become) 
a program or\platform; land it may very weIl 
be (or become) the ~xpression of sorne school 
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of political or aesthetic thodght . 
which uses-the magazine as- its voice.18 

. 
What we will see in looking at 

a~ines fr?m 1925 to the pr~s;~t day 

evolü~ion of Modernism refleéted in 

Canadian little mag-
, , 

is the progression and 

the contributions) ed-

1"2 

i toriel concerns and debates __ with which these- magazines con-
... 

cern themaelves. The development 'of the li t,tle: magazine in . ~ ,.. . 
Canada is different from that in England and the Uni tect 
'states, as ~s the de,velopme~:t of Modernism in Canada. T~", \ 

a very large extent this ,development differs because of 
,J , • :> 

social condi tians that ha..te prevailed. in Canada. The cata-

clysm of western cul ~ure 'hat was so appar:ent in Euro-pe 
from the b:gitming of the twentieth ,centu!y as not so evi

dent in a country that was- still evolvin f a frontier

co1nmuni ty,. lJJhe culture shock of the Pirs World War tha1t 

tore apart old Europe touched Canada much less- significantly; 

though soldiers were sent to ,fïght 1n that war, Canada did 

not experi~nce itself as a battleground. Bec use of, its

physical distance, the.English Canadian community coul~ 

maintain a Victorian aensibili ty long after that sensi bility 
had beerl; considerably'diminished in England itself. 

- rt must also be noted that Modernislij struck quickly 

'in countrie'S' that had weIl established li terary traditions. , 
In Canada a sense of a rœ.tionB;I li ter8;.ture was just being 

. devel:oped at this tim~; indeed, it 1a only with the activ

i ties of the Cana~ian Kuthors t ~ssociation in the early 
1920'3" that an emphasis began to be placed on Canadian 

wri ~ing. It is a wel1 known fact tha·f Confederation poeta 

such as Roberts and Carman had' [to leave Canada in order to 

make their li terary ,reputations, or eise languish in rel

a ti ve 0 bscuri ty like Lampman. Not a very .high premi um was 

placed on ~i terature and cultural activ:i t1es in what wae 
still, essentially, a frontier society_ 'Reminiscing about 

hie, return to Canada trom Oxford in 1923', P.R. Scott. hae 

hot~\d that there "was very li t~le c~1 ture co,ing' ,out of 
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M'ontreal at that time."1 9 \ 

In discusaing t~e provocation for the little magazine, 

Louis Dudek has s~ated: 

In literary t,erms, it i9 the embattled lit
erary reaction of ,intellectual m1nority 
groupe to the commercial middle~claB9 mag-

'az1nes' o~' fiction:and advertising which had 
evolved in the nineteenth centur.1.20 

, , 

What we must understa~ is that, at the time that Molernism 

was beginning ta fTourish in England and America, there was 

I1ttle of an intellectual majority group to rebel agains~ 

in Canada. When F.R. SCott, ~.J.M.vffmith and Leo Kennedy 

began the first tentative" steps towards a Modernist poetry, 
" ~~ 

they were able to level criticisme at the cr"N..~. and, to a' 
II 

lesser degree, the C-onfedera~,ion poets , ..... but, ain many real 

senses, ,they; themsel ves had to "establish a national set.:ting 

in·which their writing could be presented. Their poetry and 
, " , 

,magazines of the 192O's are not very bohemian or radically 

anti-establishment when compared with the kind of Modernism 

found in Blaét or !h! Egoist. ~lso, at this time, t~ere was 

not really o~erati v~ in canad-..g a commercial magazj.ne in
dustry. Magazines available VO the educated Middle claeS' "' 

/ 

tended to be A'merican producte suah as- Harper' St The Atlan-, 

lli Monthly and ffcri bner' s Magazdne. Most of the Canadian 

periodicale that had attempted ta compete with these pub

lications in the late nineteenth century (among them ~ 
" "" 

inion Il1ustrated Monthli" Massey',s Magazine and Our 

Mbnthlr) simply could not~~tCh the American magazines' 
financial resource~ and sa terminat~d publication after 

relativel~....J!Ih3rt periode' of \time. Pi. notable exception wae
the family'magazine Canadiari\Magazine (1893-1923),.21 

. MOdernism, then, had 8' ~ow and tentative start in 

a~nada simply becauee the modern world had not caught up 

with tli~c~try with the same rapidity as in Europe or 
even in the United States'. l't would not really be untill 

the'1940's th~t Moderniem, equipped1 with real. ili~tle mag-
'\~zines, ould begin to be r~alized; it CM also be/argued 

1ihat. .not \til the 1960'". ~id truly avant-g.!rde 11 terary 
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periodicals begin to appear in Canada, some fifty years 
after the inception of radical Eùropean Mo~ernism in the· 
1910'8. Looking at the progress of the littl~ magazine iŒ 
Canada, Modernist .evolution in C8.nadi~n poetry will turn out 

~o.be a $eries of gradual shifts, pro~eeding through stages 
of po1itical and aesthetic development. 
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CHAPTER 'rWO 

THE BEGINNINGS OP CANADIAN MODERNISM 

\ . 
Modernism made a gradual entrance into Canadian poetry, 

beginning in 1.914 wi th the publication of a book of poems 
" 

bl" XTthur Stringer entitled 0l\en Water. A:8' Louis Dudek and' 
M'1.chae~ Gnarowski have not ed: 

fi 

'Dhie book must be seen as El turnir'1g pOint 
in Canadian wri ting if' on1y for the impor
tance of thé ideas advanced by stringer in 
his preface. In a. careful1y presented, ex
tremely well-inf'ormed account of traditiona1 
verse-making, stringer pleaded the cause of 
freg- verse and created what must now be re
cognizeœ as an early document of the strugg1e 

. to free Canadian poetry from the trammels of 
end-rhyme, and to li bera11ze i t9" Methode and 
i ts substance. S1iringer' so arguments become 
ev en more striking from the point of view " 
of li terary hietorY if' we recsll that in 1914 
fre~ verse wss still in the experimental 
stage, and iSiat th~ famous not~s of' F.5. 
Flint and th strictures of Ezra Pound on 

\ 

imagisme and re~ verse had appeared legs 
thsn a year he ore this, in the MarcH 1913 

• issue of Foetry'=' !S. Maga.zine .2.! Verse: (Chi-
cago).l \ 

The ptevailing tradition in Canadian verse, at this time, 

was one that had been established by the poets of the C'on

federation:' Char1és G.D. Roberts, B1iss Carman, ~rchibald 

Lampman and Duncan C'ampbel1. Scott. This poetry, although 
, -

stri ving for a certain C'anadian oua1i ty, was very much the 

off'spring of English Victorian verse. '!'he maj ori ty of vers±'

fiers in Canada were to c1ing to this mode of expression until 

~ the beginning of the 1940'9. ]'t .was up to a few poetS' to be
gin infusing the Modemist S'pi ri t into Canadien poetry. 

In 1.920, P.O. Call pub1ished a book of verse, Kcanthus 

a?-d ~ Grape, whic~" like Stringer's book: was more' impor
tant for what i ta pref'ace had to say than for the poetry that 

the volume contained. 'l!he teneta ,of MOdrmism began to b .. ex-
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ercised before t.here was a succeseful Modernist Canadian, ., 
poem produced. A'sS'esS'ing Ca11'a book, Dudek and Gnarowskii 
e~plain that 

Once more the reader- was treated to some
tning more than he might have bargained 'f9r 
in El' pretae e to ~ small. collection of poetry.-

-~Call took up the cudge1s in the cause of 
free",verse, and ..a.rgued wi th more than passing 
eloquence and conviction for the rejection 
of the hackneyed l.imitations imposed by 
end';'rp,yme .. His mess~ge was identica1 t'o that 
of S't;.ringer and he ple~:a"ed for a hesting . 

" and a chance to gei, poé~. moving once more:
in the direction 0/ .. 11 tEtèhni~aIly f'reed 
and spontaneoua exprès·si.on. His method~ was 
that of comparison, and ~a,$ ,evidence of the 
worth of his experiment .Call offered two 
widely differing types of poetry in his 
book •. He wanted the reader to compare the 
tradi tionf\l method' aB' typified in the poetry 
of the "itcanthue" section of the book wi th 
1ïhe free verse' of' the section enti tled "Wild 
Grape".2 

'The early 1920's saw a slig~tJY increased ~c~i vi ty in 
the wx:iting of Modern ,verse in Canada. W.W.E. _109S, R.G • . 
Everson, Raymond Knister and Dorothy Li vesa*, were al]] poets 

who wrote in the Imagist ~ode, utilizing iree verse during 
this time. "In short, a scattering of Canadian wri terlr, in 

no 'Ray organi2red or identified wi th any Canadian li t·erary 
magazine, already reflected thOe changes taking place in the 

'early 1920'8."3 Their activity was indiV}.'dual and unrelated; 
" . 

their poems appeared in A'merican and _ Engli9h li terary pub-
lica.tions. In Canada, there was n'o focal point, no center of 

~ ot ~ ., 

aeti vi ty aS' of yet. Tt would be the .~,i@e_ ot the li ttle mag-
azine that would serve as t1:J.e breeding' iround for the truE!' 

in! tiation 'of Itrodern!sm in C'anada and the subsequent schoole 
, '~ 1 • 

and innovations: 

']}he li ttle magazine 1l'). Gansda has. been the 
Most importent' single factor behind -the rise 
and continued lfrog1"8SS of modërnfam' in Can-· 
adian poetry. The history of the Jittle mag
azine covers a penod of sorne fort Y years and 
elosely paraIle'le the development of modern 
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poetry i tself from the mid-1920' s to the 
present time. /{ 1 the important events in 
poetry and Most the ini tiating man1-
festoes and exampl~ of', ~hange 4are to "be 
f'ound in the l1ttle m ~ztnes. 

\ 
t, 

The prog~atic introduction of,Modernism tnto Canadian 

poetry as- well as the f~rst st1rri~gS~'~ the t~dition of 
the li ttle magazine in Canada began on N o~ ber 21, 1925 
wi th" the printing of the first issue of !h! 11 Portnightly 
Review, a periodi.cal which co~tinJl:.ed publica.tion 11Jtpril 
,27, 1927. T'wo of the prime movers behind the f'ounding 'and . . 
,editing of' Tl1e MeGill Fortnightlr Review were lt.J."'M. Smith 
a,nd F~R. Scott, t~o graduat~ ~.tudents then attending MeGill 
University. fhe previous year(S~ith had,edited'the M~Gill 
DaiJ;y" .. Bitera!';! .S'uIlplement, a student publication which fun"c'
tioned~~s a suppl.ement to the student newspaper. P.R. Scott, 
in reca11ing' how he tiret met Smft.h, recounts the' evants of 

,. ~ < - ' 

this time that led to the founding 'of the periOdica!: 

He.(Smith) was- running the McGill ri1Y ~ 
Li teraq S-upplement and every Wednes ay you 
opened lot up and there wes ~n i.nsert with 
some bright poems, a few articl.es, and boo~ 
reviews. This delighted me when r was a law 
student becauee the lectures were uBually 
sa dull. that you had to re~~ s~mèthing dur
ing them. l ~ the S'upplement a translation 
of an old French chanson and Shii th pUblished' 
i t. 11"0 my delight at the end of the year r 
received a letter from ~ man signed Jtc,,:f .M. 
smith, whonr l had never met, asking me ta 
j oin the edi torial board. Of course l ac
cepted. Then we hea.rd that the students" 
society had decided not to gi ve any money 
to pub1~sh the Literaty. SUpplement bece,ùse-
i t contai..ned no advertising; the frustrated 
edi tors decided 'to found a ne" tndependent' 
student journal, which we call~d the McGil~ 
Portnishtlr Revie". 5 , ~ 

The t. revie,," that 

magazine'~; it ~s 

n~t emerge with a 

followed was, in' no strict sense, a "little 
~ery much,~ student publ.icrtion. It diœ . 
f-ighting position with which to do battlè 

\ 
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with the literary conventions of the time although, with 
r -~ 

sueeeeding' issues, it took up this fight in sub~le ways. The' 
~ Ji, ~ '-.... 

publication'~ name was itself modeled on a famousnin~~eenth 
century magazine pUblished in London sinee 1865: The Port-

. nightlY'o In a manner typical o~ students-, i t would seern that" 
the eaitors sought to ally themselves with ~he bastions of 
t;r~di tion 'and insti tutionaliem (a sign of this 19 that their 
tirst editorial gives praisè~to a series of leetur~s that 
Bliss Car,man had given at MeGill. Four years later,'having 
become engaged in the battle for a Modernist orientation in 
crana~ian po~try, Scott would write an extensive critique ~fi 
€'arman's verse' in The Canadian 'M'ercun!'). lli Mc Gill Fort- / 
~ightly Review's initial editorial is not a very fiery one. 
Interlarded with various edito~ial commenta about St~dent 
C'ouncil Meeting~, McGill-Varsi ty Games- and the refusaI of 

; 

the Harold Lloyd Rugby Trophy, the magazine announces- ltself 
and i te edi toriel policies as fO":»lowB:' 

v • 1 
'. 

The Review ie an indepen'dent journal and, as 
Buch, it has a'right to an independent opin
iqn of it~ Qwn on aIl matters. The Editora 
will express that opinion in the Editorial 
,c61~s. But'this emphatically does not Mean 
that we shall suppress the contributions of 
those who disagree with us. We shall be glad 
te receive and publish aTtiqles taking any 
attitùde whatever. We reserve only that they 
shall 'be of suffieient 1itmry merit. The 
body of the MeGill Fortnigh ly Review will 
be devoted to purely litera ,artistic 
and aeientific matter, but spaee will also 
be reserved to do dut y as an open forum, 
wherein students of McGill May voiee their 
thoughtS' on the ~ffairS" of the Btuden~ body, 
saying freely whatever they May feel. 

In Most ways !h! McGill Fortnightlz Review was a typical 
1 ~tudent publication. Tt mixed literature'and opinion with 
\\~he general Concerns of university students. Because of 

, 
ita university affiliations and liberal ~pproaeh towards 
supmissions i t is, as Michael Gnarowski has pointed' out, 
"in no sense ••• a truly self-willed littÜ~ magazine. rte; 
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historie value is lodged in the fact that it brought a group 
of"-promising poets together, gave them edi torial experience ,,' 
andl finally pointed them in the right direction, thus start
ing a literary m~vement on ïts way."7 The McGi11 group, as-

" 
~t has come to be known, censisting of Scott, Smith and Leo 
Kennedy (Klein was to join thèm later in the pages ot'~. , 
Canadien M'ercury, had i ts first practical experience wi thin 
the pages of 'l'he McGill Portnightly Review~l 

Despi te the fact that the concerns of poetry were "com-
~ 

bined with articles about thé McGill debating club, the 
MeGill group begarr"~to put forward the new ideas of Modernism, 
and te di'spute the"present literary çurrents in Canada. F.R • . ' 
Scott has cemmented upon their working principles at t~e 
time: 

When we foundedthe McGill Portnightly Re- t 

view we were protesting against the iiterary 
Standards of the time--particularly against 
the poetic standards; A.J.M. Smith organi~eŒ 
this group around the Fortni~htl{ be-cause he ~ ______ ~_ 
fel t that things wer~ hap;p.eAll1~ 0 modern 
literature which students here didn't know 
anything about. He wanted te begin a maga-
zine with experimentation in new verse, which 
-was then called modern verse; t,hat led to a-
different a~proach to the idea'of literary 
compos~~ion, and we were primarily Soncerned 
of cou~se about poetie composition. 

) -

The launching of Mbdernism irr the pages of the Fortnightly 
was put forward as a two-pronged attack: firstly, there was 

" criticism to be leveled at the literary temper of the times, 
whic4 the McGill group -saw as embodied by the Canadian 
~thors' ~ssoeiation promoting the quasi-Victorian verse 
of the twenties. The McGill group took pot-ahots at the C.K.A. 

, ' 

throughout the duration of the publication of The MbGill 
" .-t ~ --- 1 

Fortnightll Rëview and TI!.!! Canadian Mercur;y. ~econd,.~here 
was the new program of Modernism to be put 'forward; this was 
presented in articleff and in the poems themselves. The second 
issue of ~ McGill Fortnightly Review wag the firet in which 

\ 

\ 
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both aspects of the Mo'dernist program were presented. The 

second,issue' s edi torial included a cri ticïsm of the C ./t.):. 

and of their.promotion method~, and it contained certain 
-basic convictions about the nature of writing which are 
worth noting: 

Whatever sympathy one May feel for thè 
aims of the Canadian A:uthors Association 
and however eagerly one May hope {or the 
creation of a worthy national literature, 
it ia impossibl~ to view the excesses of 
"Canadian Book Week" in a favorable light. 
Publicity, advertising and the method~ of 
big. businesl5' are not what ia required to 
foster the art and li terature of a young 
country such as -Canada, while the com
mercial boosting of mediocre Canadian 
books not only req.uces the .A"Uthor's As
sociation to the level of an advertising 
agency but does considerable harm to good 
li terature. After aIl., i t is not so much 
C8nadian books that we should like ta see 
the publ.ic buy, as food Canadian book~; 
an~ as there are no very many of these 
latter yet, we should be very weIl con
tent wi th a public that would buy merely 
good books, regardless whether their 
wri ters age Bnglish, American, German or 
Japanese. _ ~ 

, . 
The McGtll group expressed a naturel antipathy for "mediocre 
Canadian books," that le, p'Oetry weighted down by a trans
planted Victorian traditioD}iving out a protracted deca-' 

dence in Canada. In i ts stead, these poets sought to place 

the models of ,the new modern poets, such as the Imagiat 
\ 

group, as' wel.l as w.n. Yeat~~d T.S. Eliot. 

A.J.M. Smith himself was studying and liking 
Yeats; Eliot wes beginning te write in Eng-

\ land, and D1M. nawrence was beginning to be
come known. The changeover from the Georgian 
poets to the modern poets came mostly through 
the influence of the ..Mnerican wr1 tera and 
StIli th was just soaking up thie new A'merican 
approach ta pOétry and i ta philosophy; he ' \ 
wrote an article foX" the McGill li'ortnight1'l 
~ointlng out ~hat wa~ happenIng to· SClence 

\ 
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( in the world and the changing indus
trial conditions, and that it was' ri
diculous to go on in old poetic forms. ll 

Ft was Smith who, in a series of articles, was to be the 
.~~ . 

theoretician of the new poetry and who would define for 
Canada the role of poetry in the modern world. His first 

. article, "Symbolism in Poetry, ,; appeared ':ln the same issue \ 
as the denunciation of the Canadian Author's A~sociat10n, . 
issue #2. It stated the necessity for the use of symbolism 
in modern writing and provided some theoretical and histor- ' , , 
ical background for this idea~ In the final l'aragraph of 
the article smith quotes Yeats on the role of symbolism in 
relation to modern poetry; it ia a l'rincip1e running strictly 
counter ta the poetic indulgence of the l'revious fifty years. 
~s symbolism i8 meant to effect "a casting out of de~
criptions of nature for the sake of nature, of the moral law 
for the sake of the moral law,. a casting out of aIl ,aneodotes 
and of that brooding over scientific opinion that sa often 
extingu.ished the central t'lame in Tennyson, and of that 
vehemence that would make us do or not do certain 
things ••• ,,12 This denunciation of the excesses' of Victor
ianism can also be seen to al'l'ly to the Canadian poets of 
Confederation, who, too often, became caught up in descr1p
tions of nature and in extended moralizing. In the 1920's . 
bot~ Carman and Roberts received high praise from the C'.A'.A. 
and the CanC'.dian cri tics, and had spawned such l'oetic heirs 
as Marjorie Pickthall and Wilson MacDonald. The McGill group 
felt the absolute necessity to get beyond this mal'le-leaf 
school of poetry. ka SCott has recent observed, "when V'le 

- were on the Fortnightly there was not a single Canadian poet 
we paid much attention ta, certainly nQt an old poet like 
Bliss Cannan, Char~es G.D. ROberts, A:irchibald Lampman or 
Duncan Campbell Sc"ott. "13 

,. Yeat.s and Eliot had a great impact upon smith and Scott,. 
smith"a second' article on modern poetry in the Fortn16htly, 

''HamJ.et in Modern DresS'," was an adept analysis of Eliot' s 
difficult l'oem "The Waste Land";- this article agaia took - , 
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note of the poet ~ use of symbOlism.~ Smith, here and in_ 
general,;reveals his preference for, the Yeat~Eliot axis of 
Modernism rather than, for that of Pound and Williams, a 
point worth noting, sinee i t is the latter two who were to 
have a great effect upon later generations of Canadian poets. 
Scott, too, bas acknowledged the faet that, at the time, 
"The Waste Land" "had a terrifie etfeet upon me as a- poem."~4 

Smith's ~iclec on Eliot was immediately followed ù.1 one of 
Seottle early satirical paems entitled "SWeeney cromes to 
McGill" which points' ridicule at the prooesses af education. 

It was in his article "Contemporary poetry" ('Vol. II, 

no. 4) that smith def1ned most èlearly his view of the pur
P0rN and quality of the modern. smith began 'by noting that 
"our age is an age ~f Change, and of a change.that ig taking 
place with a rapidity unknown in a.ny other apoch. u15 smith 
saw the vast technological advancements and simultaneous 
changes in attitudes towards philosophy, seiepce and religion 
as transforming the·universe of 1deas in which we live: 

, -

OUr universe 1s a different pne fram ~hat of 
our granqfathe.rs, nor can our réligious 
beliets be the same. The whole movement, in
deed, is a movament away fram an erroneous 
but eomfortable stability, towards a more 
truthfu1 and sincere but certainly less' com
fortable etate of flux. Ideas are changing, 
and therefore manners and morals are chang
ing. It 'ie not surprising, then, to find that 
the arts, which are an intensification of 
lite an~~hougnt, are likewise in astate 
of flux. 

- . 
This shaking up 9:f the "erroneous ~t eomfortable stability"/ 
of Victorian li~e and its we11-metred but decadent Romantic 
verse was ta "be replaced by a new order of lif'e and 8:r't. 

~ Smith emphatically argued that the new poetry "must be the 
,/ . 

resul.t of the impingement ,of modern conditions upon the' per-
sonalityand temperament of the poet. n17 This impingement 
could have many diverse resul ts: the poet coul.d enthusia..-
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tically w~lcome the birth Of a new age and n~w prospect~ 
\ . 

for the indiVidual \as Mode~~s 1ike Lawrence a~d W~lliams 
did,-or alse he could lament modern man's divorce from the 
traditionsl world of values ~d culture, as did Yeat~,\El
iot and Pound in their poetry; But whatever the poet's\fe
sponse ta modern oivi1izatian, Smith rightly saw "the pe
culiar 0 ondi ti OtIS of the time (as: having) fore ed the!Il all 
to seek anew and more direat expression, to perfect a 
finer tec~que."18 The experimentation in the forms of the 
arts ~hat was sa prevalent in the 1910's and 1920's Smith 
saw, not as something that stemmed out ~f a conscious ohoiee 

, ' "-
on the part of wr1ters, but as a cond1tion "forced" upon 
them. The artist who had his eyes open could not help but 
see the disparity between th~ modern wor1d and the world 
refiected in Victorian and fin-de-siecle works. The new 

, ' 

world that \vas dawning' demanded a new art. This new poetry 
could provide a change in form, that of free-verse, although 
Smith saw the greater part of modern poetry ;,rather as "in
fused with the new spirit. ~ .written in the traditional 
metres and wi th the tcl.di tional rhyme scheme~. ,,19 This waS' 
certainly true of the orientat~on and direction of his own 

~ 
poatry. Thi~ new poetry also reflected a change in poetie 
dic;t'ion: "the deems, :6orsooths, methinks, the inversions for 

!th~ sake ~f a rhym~" the hfgh sounding pomppsities~d all 
.) the rhetorical excesseg which make sa much Victorian poetry 

. seem overdressed and slightly vulgar--all these have been 
;~ , 

ruthlessly removed from the diction of contemporary poetry."20 
o 

Smith,attempted to provide the ultimate clarification of the 
workings of Modetnism by quoting ffarriet Monroe, then editor 
of the little magazine poetry which plared an import~ant part 
in the development' of early Modernism: 

The new poetry strives for a concrete and im
mediate realization of.life; it would discard 
the the~ry, the abstraction, the remotenes~ 
found in all classics not of the first order. 
It isoless vague, l~ss verbose, les~'elo
quent than most poetry of the Victorian , 1 
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period and much work of earlier periode. 
It has set berore itself an ideal or ab
solute simplici ty arid sinceri ty--an i'deal 
Which implies an individtial, unstereo
typed rhythm. 21 , \ 

" 

Th,new potentia1ities of form and diction, and the direct 
andboncrete rea1ities of modern living were to serve to 
spark modern verse. This doctrine, or~orientation, natur
ally led the McGill group to come into conflict with tha 

1 

writi~g that was prevalent in Ca~da at the tim~. 
The poetry of SCott and Smith dominated the poetry 

department in !h! McGill Fortnightly Review. Under their 
own liâmes' and the ps-eudonyms Brian Tuke:, Miçhael Gard, 
and ~incent Starr they published an outpouring of their 

1 early Modernist expe;iments. QUitw orten their experiments 
with form, ~uch' as that of the sonnet, or their strokes of 
satirical verse, appeared under pse~onyms. Most of their 

; \' 

poem~ were.not ~r~tten in free verse but adhered to som~ 
" . . =::~,:l:~f,,~;:~e W:!h r!!":!m~~B s~:m::P:~~~~Y r:::::e?t 

of Yeats. FroJl\l the very peginni~g smith was- intent upon 
worki~g with"l:kditional imetree in the ma~er. of Yeats and 

~ . . . 
inf'using 'them wi th "passionate speech. ft· Olearly Smith was, 
and always has been, ~ highly formaI poet.' Scott also worked 
cl08ely wi th rhyme and measured metre's ~ Tt i8 in their 
poetic diction that they began ta show~:a real Modernist or-

1 Il • 

ientation. Their poetry was written in an appro~imation of 
the modern idiom and strove to move away frôm the c'onscious 

\ ~ 1 

poeticisms of the Victofian~ and their epigones. Barly ver-
sions of' some of their "-ore successful. poems appeared rirs,t 

1 

in ~ Mc Gill Fortnightly ReView: smith'~ "The Lonely Land" -' 
and "Bpitaph" (Vol. l, no, 4) and S-cott's "Bel'Ow Quebec~ 

\ 

(Vol. II, no. 3) as well as his broadside at the C.A.~., 
"The Canadian ,Authors Meet,~" in the last tssue (VOl. II, 
no. 9-ld)~. 

~ McGill FortnighnZ Review terminated publicati.on at 
the end of the spring semester in 1927. It ended because its 

. \ ' 

editors had moved out beyond the university and had taken 

\ 
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their mission el ewhere. Over 13. l'ear later they would launch 

~ Canadian Mer u , an enterprise on a more ambi tious scale, 
so that ~ McGil Fortnightly Review was ve.n much a stu

dent publication, hard1y yet an authentic 1itt1e magazine. 
rt, involved itse1f in student and university issues and , ' 

could jùst as easiiy talce up .an argument wi th the debating 

society' as wi th the Canadian Authors-' ltss-ociation. The pub
lications of s-oott, Smith and Kennedy, for the most part, 

were in line wi th ~he talented work that appears in uni"
~versity publicàtions. Within the pages of The MaGi1l Port-
nightly Reviewi Smith tested out his cri t:{c;:1 theories and 

pqwers- and the poet~ brought out their first poetical work. 

It was in the pages of the independent Canadian Mercury, 
which owed no affiliation to any institution or organization, 

that they next made a more vigorous and self-confident stand . , 
t'or the principles of Modernism in Canadian poetry._ 

The Canadian Mercury b~g~ publication in D~ber of 
1928 and ran for seven issues before it terminated with the 

-
great economic crash of 1929_, Lou Schwartz, who ha:d been the 

'business manager for ~ McGit1 Fortnightlr ReView, se~ed 
a;s !!!! Canadian Mercury's "sugar daddy";- he pUblish'J,d it and 

paid its bills. Xs a reSÙ1t, The Canadi,an Mercury enjoyed 
~ . " 

considerable freedom as.an independent jour.na1 of 1iteraturé 
and opinion. -Its editorial board consisted of Jean Burton', 

F.R. Scott, Leo Kennedy and Felix Walter_ X.J.M. smith sent 
, / 

in his contributions fr0yt the Universi t'Y of Edinburgh where> l' 

he was now attending graduâte 'school; Ileon Edel was in pari~, 
whence he fi1ed reports on the 1iterary activity taking place , 
there. Liberated from1the trammels of general university 

concerns, the editor~ could no~ mor~ fu11~ invo1ve them
aelve~ in the problems of lfterature.-There ia a much higher 

proportion of poe~ry and fiction as compared w~ th other 

wri \ing in ~ Canadian Mercury than in the fear1ier McGil1 
Portnightl-y Review.' The McGil1 group also appears to have 

become a tighter organization, for the" maga~ine 1a marked 
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by the appearance of a consistent outpouring of poetry and 

other writings f~om :1" specifie group of wr~ters. This spirit 
''>of new confidence and independence is given voice in the 

opening editorial, which ~erit~ quoting at, some length~ 
\ 

It ia idle to say t~at in this consid
erable Canada of ours there is no place 
for a- journal of ,the genre of The Canad
ian Mercup:-no place, in effeël'; for a 
Jourriâl 0 Literature and Opinion conducted 
along the necess~rily liberal lines Gf an 
open forum. Neyertheless i t is true that 
during the months of labor whicL prefaced 
our appearance this criticism was most 
prevalent, greatly enhanc~ng the normal 
difficulties of organization. This atti
tude did' not interru:pt ,preparation ••.• 
i t stimulated to further effort the few 
young people whase preoccupation wi th some 
defini te standards of li tera.ry 'cri ticism 
and the development of a Canadian li ter
sture had led th~m to stake purse and ag
gregate intelligence on the venture. From ~\ 
a-minority, however, we ~eceived nada of 
encouragement, and lt is ta these cordial 
and generoua persans in particular that 
we hasten to dedicate our first issue. 

!rhe Canadian Mercury then, with nothing 
between i t ana: the" eyes of the judiciary 
but an ingenious and rather ri bald colo
phon, appears, determi,n.ed ta preserve i ta 
policies in spi te of aIl reactionary op-
position; intent on off,ering'the"mor~ 
thoughtful. Canadian public the best avail
able matter on subjects immediately con
cerning that public; demandfng as we have 
said, a higher and more.adéquate standard 
of li terary cri ticism in Cane.dlf, and 
striving ta contribute in ao far as it i6 
possible to the consummation of that grace
ful i~eal, the emancipatibn of Canadian 
literature from the etate of amiable med
iocrity and insipidity in which it now 
languiahes. ' 

To change the image; Canadian Li terature 
i9 a l.ùsty but qui te inarticulat,e brat con
's,.trained in too-tight swaddlingt you will 
know him by his red Mounted~licem~t~ \ 
jacket, and his half-breed ide's rac
coon-skin cap. He has been ired(by 
Decorum out of Claptrap. • .and wè are 

'. 

r 

( 

28 

\ 

~ , 



\ 

. \ 
1 

not resigned. He has' not the facu1 ty 
of stlf-expression which may be found 
in his adolescent American cousin; he 
has not reaped the benefits aTising from 
an extensive immigration pol.ioy. He haS' 
retained the stifling qualities of Nordic 
consciousnesS' and is likely, by present 
symptoms, to become idiot. We do not 
approve of thiS", and therefore gather 
behind our colophon, which at leasit 
symbolize~ vigour and ~ modicum of 
intel.lectual health. q 

'Ne must add tha"t we have no affilia
tion whatsoever: we owe no allegiance· 
to the Canadi~ Authors' ~ssooiation, 
the Canadian Manufacture1"S" .«sS'Ociation, 
the Young aommunist League of Canada, 
the I.O.D.E., the Y.M.C'.X-., the U.J.i'. of 
Pt or thé C.P.R. 

In brief, 1t maY' be said that'with the 
exception of a spineteT aunt in London 
and ao wild uncle in America., nei ther of 
wh am ~uld claim relationship--Thœ 
Ganadian Mercury is indiVidual.-:-.and 
again we revert~to our hobby •. We have 
no preconceived idea of Canadian liter
ature which we are endeavouring Ito propo
gate; our fai th resta- in the spirit which ' 
is at last beginning ta brood upon our 
li tera17 chaos. We believe that an order 
will come out of the void, an or~er of 
a distinct type, reflecting, as modern 
Canadian painting has begun to ,do, a; 
unique experience of nature and life. 

A'bove aIl, lli. Canadian MercuIT is 
intended primarily for the younger wri ters
in this country. The edi tors are a~l weIl 
under thirty and intend to 'remain so. 
We seek to ally with ourselves aIl those' 
whQse literary schooling has- survived 
the C'Onfederation, and whose thought and 
verse i6 not afraid of bei'ng called free. 22 

This 1a a wide open and freewheeling editorial. The' editor~ 
offer ta put forward a "lnore adequate standard of li terary 
cri ticism in Canada', and, they propose the "emancipàtion 
of Ce.nadi~ li te rature from the etate of amiable me di oc:-;ri ty , . 
and insipidi ty" in' which they aee i t ~o be languishing. 
They oppose i te parentage of "Deoorum" and "Claptraprt 
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which ls leading it down the path to idiocy, and they pose, 
as an alternative, freedom of expression in verse and 
thou~ht. Tt is a positive editorial which identifie~ the 

4 

enemy and begins to put forward a program of rectification. 

The first iSf.;ue of ~ Qanadian Mercury shows the fuJ.ll 
saope o~ this' new commitment to C~adian literature. In~ 
cluded in that issue is an article by stephen Leacock, "!he 
National Li terature, Problem In Canada"; Leaeock argues- for 
Canadian quali ties in Canadian li terat~re as opposed- to .a
Cling1~ to English-kmeriean models; a~~regarding the 
"booslertDg" of Canadian wri ting, he is 'firmly anti-na
tionalist in the sense af being anti-isolationist. He 
concludes that Canada cannot close its eyes te the liter
ature of the rest of the warld and only look upon the 
writings ~f its native sons. Also containe4 in thi~ issue 
-are individual poems by both Smith and Seott which are of a 
high quality. Stnith's "Proud Parable" is an early version of 
the poem now known as "Like .Nn Old Proud King In A ParabIe, " 
the first poem in Smith' s Poeme New' & C'olleeted. There is 

Il --

a problem, at times, in looking at smi.th'·s poetry ta dia-
cover the precise elements of Modernity in it. Smith has 
always been a highly formaI poet, a p6et who has- not dis
sociated himself from traditional forme and cQn~~rns. 
'lfuough prediepaeed- ,"'0 rhymed, metrical verse, Smith "s 

Modernist sensibility can be glimpsed in the directness of 
hie diction! and prosody. Scott 's "Vagrant" is a: more vis-

- ~ 

ibly "model"ll" poem, although it, too, incorporate1J metre' 

30 

and rhyme. In this poem Scott does nct use ~apitals at the 
beginning of lines, utilizes modern typography in his spacing, 

/ 
and wri tes in a languag,g ful4-Y employing a;- -modern idiom. 

lissues- 2-4 present a wide diversi ty of material. Issue 
#2 cantaine a story by Dorothy Livesay. __ ItHeat," a long poem 
of uneven quali ty, "The HaUÏtted House," -b'Y lÏb~am M. Klein, . /. and Leon Edel' s "Montparnasse Letter" il4r whieh he discusses 
the perioâical transition and the eurrent literary atmosphere 
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of Paris. The ,third issue of The Canadian Mercury includes 
the poem~ "Sequel" 'ay Leo Kennedy (up until this time Kenne
dy's contributions ta The McGill Fortnight1z Review and 
~ Canadian Mercury had been prose fiction 'or reviews), 
which was ta open his first collection of verse, ~ 
ShrQuding. ~is~oem, like smith's, ia highly formal in 
structure. (Kennedy, in his preface ta the current reprint 
edi tian of lli Shrouding, says of./his poem~ of the late' 
twentiee and early thirties that they "were wri tten when 
the world was more formal and poets thought a lot about 
scansion and almost as much about rhYme. Like the farm boy 
who learn:ed to make love by mail order, l had no prope~ 
tutor and learned my trade if l learned' it at all by imi
tating every poet l liked in the Oxford Book of English 
Verse and Louis Untermeyer's Modern Ainerican Poetry ... 23 

, - . 
Interestingly enough, we see that Kènnedy sought his models 
in English and America.n sources rather than in Canadian 
ones). Smith"s essay, "Pi. Note OtrMe\aphysical Poetry," 
also appeared in the third 'issue; ~n it he followed Eliot 
in proclaiming the value of the English metaphysical poete; 
their poetry obviously had an impact upon his own writing. 
This issue also featured two poems by Scott: "spring Flame, ,~, 
and an early version of: Scott' s strikingly beautiful ttOld 
Sung." Issue #4 contained -an_ early version of Smith "8' . 
poellL "Good Friday" and an intereeting review of Stephen 
Vincent Benet's ~ Brown·s BOdy by F.R. SCott. Scott 

, 
assesses Benet as œ minor poet, ~t sees' great value in 
Benet's varied use of poetic forms and views the poem as 
proof of the serioue work being done Qy young Xmerican 
poete. 

The first article to appear a~ one opens issue #~-6 
of !à.!. Canadian Meroury ie Leo Kennedy' s "The Future of 
Canadian Li terature, Il a striking polemic directed at .the 
Canadian Jru.thors· J()ssociation. Kennedy sees" the A'ssociation 
as fostenng every-thing that 18' wrong wi th Oanadian wri ting 
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i~ the twenties; he see,", 'the c .. 4( ~.Tom()~i~g arch~ic .. : ..... r 

transplanted V1ictorlanisms which are then to b~"",,-judged by 

purely parochial standards. Kennedy mainta±ns·that, at this 

time,' "'the l.east 'attractive aspects of V1c,:t.orta~i,sm", stil], 
..... ' 

, hold licensed Canadian creative writers firmly ~~ ~ne gullet. 

In pO,etry the 'l'ennysonian and Wordsworthian -tradi tions' ~till 

rule, and a!e bolstered by 
abili ~y of those poete-... 24 

ibility sustained by 

none of the genius and tech~cal 

Kennedy Bees. this Victorian senB-

.' the high1y respectabLe ~rotestantismlof 
a past era, coupled with a\firmrbelief in 

- Emp1r9' and the.Jnd.eli~acy_ o.f SBJL psychology 
"--, --artdhuman anatomy; a' credo "based. on the' 

apothegms that aIl is not gold that glit
tera, a still tongue makes a wise head, and 
ap ,Englishman "s home ia his cas:t1e; a ' . 0 

'prœnounced &nglo-Saxon self-approval, a 
distrt.let 'of Latin-:·i.Rn.u~nc e (the naughty 
li'renchmen!) and new-::i:deas ••• the pre
valenoe of·these evils may be part1y -
responsi bl e • 25 ", t "" 

~..t "" 

Kennedy expr~ssee a sure conviction that Canadian literature 
~ 

.twill not readily be written byCanadian...>ituth,&-s, .. 26 meal'ling, 

of course, ,by the 

that the fut 

partisans of the C ./t.JiI>. Kennedy recognizea 

C'anadian literature r~sides i~ 'tl:\.~ scep
s, a party to which Scott, Smith, and 

dfsc\lSS J'loyce" Hemingway, Shaw, Pound and>. A~ldo~~ Huxley 
rather than the Canadian poete of the Çonfederation and 

their third-rate imr.;'ators. Having bégun to work their ~ay 
clear of the dead ~i10S0PhY and restrictions of the pre-

. \ 

vioue age, and having ,begun to comprehend the modern con-

dition, it is these young writers who.~ill be able to pro
vide Canadian li terature wi th a future; ,In the last para

graph of his article-Kennedy speèu1ates about this,fUture: 

croncerned then with writing sometÇling 
whioh ie true and enduring, desiring to 
dealare what ie fine and not neces~arily 
best-selling, they will commence~ and 
oome in time to express-themselves' with 

1 
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gratifying clarity. They will approach 
the task of expression fortified by 
new ~deas and original conceptio~e; 
they will leam thé lesson of aIl' 
precursors, discovering in a western 
grain field, a Quebec maison, or in a 
Montreal nightclub, a spirit and a con
sciousn~es distinetly aanadian. dust as 
the writers 01 the United States today. 
are inclined to segregate~ with Prost ~_ 
expressing New Hampshire and Sandburg 
exploiting Chicago, ~o l believe these 
younger Canadians when properly fledged 
will'embrace this practice, and write 
each of the soul and scene of his oWn 
community. Only Whitman has comprehen-
sively surveyed the whole American scene, 
and w~at is better, the whole ~erican 
oonsciousneser. S'inee Whi tmans are purely 
accidents of birth, and may not be speci
fically"bégotten, theee younger Canadians 
will continue their work of enlightenment 
and propagation, each striving at aIl times 
tq he the national literary obermensch, 

\ and in due course will serve a li tting 
background for this inevitable man. Th& 
emancipation of Canadian lettera wilJJ 
have ceen contrived; Canada, in effee't, 
will assume position among those nations 
contributing to the univereal betterment, 
but as it is, Gentlemen, very certainly 
th~re may be no future for Canadian li t
erature until .Canadi.an literature as such, 
is recovered trom i ts present afflictiorr 
of infanti.le paralysie. 27,. 

1 

/ KennedY'fl \ass-essment is a fairly ~ceurate on~. The McGill 
group of poets 'Rould serve· in the role of 'enlighteners and 
propagators ,of M'odemism. He was also correct in his asser
tion that' the Victorianisms of the time had to be eclipsed , 
in arder for Canadian wri ting to move fo~ard, and in pre-
dicting a poetry of regional concerne 

Unt!l i ta termination !h!!. Canadian Mercury continued 
i ta" cri tical attack up_on 'the old currente that we-re still 
dominant in Canadian writing. Th~ final issue, issue #7, 
incrludes a satirical poem entitled,~'~C?d Bless the C • .K.A:,"\ 

which, reportedly, came trom an ânonymous source" in Toronto; 
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a review of Blise Carman's latest book of verse, ~ 
Garden, written by F.R. Scott also appeared in this issue. 

( 

Seott's opinion of the book was that it did not ~ontain 
one g.ood ..,pOBm; he observed that' "aa~an' s technique and forro 
ie undiluted 1880; he seems impervioue ta change. He ha~ 
no conception of rhythm, but only matrical accuracy ... 28 
S~ott aleo fo~d fault in garman's adding superfluous eyll-

'ables in order to make a line metrically correct, his us~ 
of ~'poetical" ·worde in order to make a rhyme, and the t9ta1 
lack of new ideae and Metaphore. It 1s a rel~tiv~ly wholesale 
condemnatio~ of an archaic poetia. 

l' 

34 

The MaGill group of poete knew. what was wrong wi th! ;--:/"" 
Canadien poetry in the 1920"9 and they knew where \~o find / 

, 1 

the remedy: in the English and America experimentati~~ 
modern verse th~y began sometime around 1909 and"found its \ 
crystall~zation in Ezra Pound's Imagist movement. This had 
cleared the ground for the wri tings of ~'. S. El j ot and the 
later Yeats,.' both of' whom profoundly influenc ed the _McGi1!' group .. 

lt ~ 0 

In putting forwa~d reasonable grounds for rejeeting the Can-
adian verse of the time, the MeGill group" in the p~ges of 
The, MqGill Fortniéih'tly Review and The Canadien Mercury, 
cleared th~ ground for th~_propagation of Canadian Modernism. 
~lthough these magazine~ were not, in the strictast sense, 
li ttle magazines, "ethey played an important part in Canadian 
literary history by bringing Modernism to Canada. ~ sound 

, ~ .. "'-.! 

asseesment of -the early fol;'Ilf this Modernism took in the> \, 
poetry of Scott, ~mith, and Kennedy i8 given by Peter . - , 

stevens in his book The-, McGill =M.;;.ov..;...;;,em;.;.;;..;;.e;.;;n..;,t: - -------- -

I~ 

• 
Their poetry was in the nature of a 
cri tical rej ection of overblown roman
ticism in Canadian verse taken over from 
1ate-V.~ctorian and Edwardian sources. 
PoetS' throughout the" 1920' s wi th one o If" 
two exe eptions wer-e wri ting a kind of : "\ 
aanadian eauivalent, l suppose, of the 
~Englis'h Georgian Movement. The, MeGil1 
poets drew mueh of their mate rial and 
Methode from imagism and its development, 
partieularly in the work of Eliot. This 
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interest led them to the Frencli" sym
bolists, Metaphysicals and Yeats,'and to 
aIl the trapping~ deriyed from Eliotts 
poetry and cri ticism. 29 

Their po~try was heavily influenced and occasionally imi-

tati ve ~ but working wi th-,a'lnew sense of form and an extended 
o ' 

range of s~bject matter, they began to carve out a new 
\ 

poetry adap(ted to the age. 

T'he agé" "'however, was in a state of change. The at

mosphere of ~he twenties was quickly shattered,by th& De

pression. As ~cott has noted, the crash of the stock market 

in 1929 brought a quièk end .to 1!he Canadian Mercury, and 

the Modernist àovement found itse1f in the renewed position 

of having to st~rt from scratch in the th'irties, trying to 

wri te a poetry t~at wa:s relevant for the times. Xs Frances . 

MCCullagh has apt\y noted: 

The branq of modernism produced by the 
Montreal 'group was la.!gely deri ved from 
Yeats and \ Eliot--an exci ting antidote 
to the exc~sses and irrel'evancies of ro
manticism in the twenties l but quick1y 
rendered ob'l;lolete- by cultur.al changes and 
new tr~nds in British and Amerioan poetry 
in the thirtj,.es. 30 

Modernism put a tentative' foot, fo-!:Warc:ï in the thirties 

in Canada. Little was pul:>lished at this time by the McGill 

group a~d others of Mode~ist leanings; the decadent ro
manticism or the Canadian 'authors prevailéd in the pub-

, . 
lications of the time. No l1ttle ~agazines firmly dedicated 

to the purpose of Modemism lappeared in the 1930' s (The \ 

Canadian Poetry Magazine, ed~ted by K.J. Pratt, appe;;;d 

under the auspices of the C·.~:~. in '1936; Pratt sought to 

place wha't he considered ",expe1\imental" and "traditional" 

work side by eide, but, in effe~t, Modernism was humoured 

like an ever insistent child), ahd the publication lists 

of the time read 1ike a Chronicle\or continuation or every

thing the McGill group 6ought 1to combat in the 1920's: 
" \ ' 
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Of the dozena of books of poetry pub
lished in the decade, the majority are 
patently not modern. Audrey Klexandra 
Brown, Màry E. Colman, Charles G .'D .. 
Rob~rts, Çarol Coates, ~.M. Stephen, 
Edna JaQueê" Gordon LeClaire, Watson 
Kirkconnell, Rob~rt Service, ~rthu;r 
5'. Bourinot, k.G. Bailey, Charles 
Bruce, Kenneth Leslie, Wilson Mac
Donald, ~can Campbell Scott,'Floris 
Clark McLaren, Leo Cox, k'lan Creighton~ 
and Ralph Gustafson (thia list ia not 
complete) all had at least one volume 
of poetry published, and several had 
more than one. In addition, annual 
yea:rbooks of non-modern poetry from 
various brancheer of the Canadian 
A'uthore' Association continued to be 
published through the Depression, and 
a number of very traditional anthol· 
ogies app"ear.ed to eup,plernent W. Gar
vin's 1926 G'anadian Poets and ~.M •. 
Stephen's Golden Treasury of Canadian 
Verse of 1928.31 --.... 

The publications of the Canadian modems were sparse 

and, when they appe~red~ the Modernist qualities of their 

verse w~re "tentative and uncertain. Il 52 The pUb,lications 

of the McGill group were extremely slight. Only Leo Kennedy 

published one slim solo effort, .!à! Shrouding, in 1933. 
S'eott; KlJin, and Smith would join Kennedy, as weIl aS'\ 

,Robert Finch and E.J. Prat,t, in the anthology !!!!! Provinces, 

published by Macmillan in 1936. The other volumes of verse 

by poe'ts of Modernist inclination pUblished in the 1930' s 

were ~ Roosevelt And !!!!. lImtinoe (1930), The 'ri tanie 

t1935), and The Pable .Q! !à.! Goats (1937) by R.J. Pratt, 

WJ.W.E. RosS"s Lac'onics (1930)\ and Sonnets (1932), Dorothy 

Livesay's Signpost (1932), L.A. MaeKay's Viper Bugloss 

(1938)1, and Jnne l4aTriot's !h! Wind Our Enemy (1939).33 'lJ 

The tusB"ling that Michael Gnarowski describes in his , 

introduction to the current reprint of New Provinces il

luminatea the lack of solid ground and unified purpose that 

kept Modernism in its tentative state during the 1930'~. 

Smith, in his lettera to Scott concerning the anthology, 

\ \ 
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was insistently suggesting that Dorothy Livesay be included 
in thé anthology, atating the need for the presence of 1eft
wing politica1 poetry. Smith clear1y rea1ized that the vit~l 

1 

necessitieB of the time and an awareness of the ~ocia1 sit-
uation.needed to be reflected in poetry. Scott managed to 
pas~ over Livesay by saying that she would be included in 
the second edition, an edition tha~ was never to Bee the 
light of day_ smith waa a1so aware ~f the vital necessity 
of sweeping aaide and putting in storage the bulk of Can
adian p'oetry, which- he eaw as being ttromantic in conception 
and eonventional in form, .. 34 a position he el:aborated on 
in his proposed preface to the anthology. Conventions that 
were 30 years dead still haunted Canadian poetry, and Smith 

_ r~_ ~ 

insisted that they should be laid to rest •. Instead, Sm1th'-s. 
preface was laid to rest by E.J. Pratt, Robert Pinch and 
~ , '\ 
Mr. Hugh Eayrs of the Macmillan Company of Canada, because , 
they objected to the "nose-tweaking" Smith was giving ta 
the Roberts-S'cott crowd. Sini th "a eontroveraial preface was 
replaced by a nondescript brief preface by F. R. Sco'tt and 
Leo Kennedy; thus begging the issue, the poems were 1eft to 
speak for themselves. On their own, they did not speak in 
a voiee loud enough,. or.clear enough, to elicit interest '• 
In the first year it was out, the anthology sold only 82 
copies,' ten of these purchased by F.R. Scott himself. The 
anthology failed to make an impac~ rt is only from a his
torieal point of view that i ts' val\?e is DOW recognized • . 

Smith w~s not the only one among this group who felt 
that a vital change in the cùrrents of poetry was necess
ary in the 1930'8. In fact, there were other versions 'of 
Modernism. Leo Kennedy, in an 'article published in New . - -
Prontier in June of 1936, renounced the metaphyêical and . 
mythologieal basis of the early Modernist work in favor of 
a realism that was more relevant to the times. Kennedy, in 
presenting a case that differed from Sîni th "s, a1so took a 
few well-aimed shots at the poeta wh~ dealt in romantic , 

. ~onceptions: 

\ 
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Tt i9 my thesis that the function of 
poetry 1s to interpret the eontemporary ~ 
seene faithfully; ~ interpret eSïeCiallY 
the *rofressi ve forces in modern ire 
whie a one stand for crutural survi val. 
Ana i t 18" my pn vai'e recommendatl.on tlia t , ~ 
setting theory aside, middle class poeta 
had better hustle'down iram the twenty 
fifth floor of their steam-heated janitor
serviced Ivory Tower, and stand on the 

/ pavement and find out and take part in 
/ what 1s happening today, before the "hale 

chaste editice is blasted about'their ears 
and laid waste!35 

Kennedy saw the need for the poet to leave the dream world 
of beauty, nature, and love, which ali- too Many C~dian' 
poets of the day were still inhabiting, and to write a poetry 
that dealt with the real world and real péople: 

We,need poetry that refleets the lives 
of our ~eople, working, loving, fighting, 
groPLng for clarity. We need satire-
fieree, scorching, ~imed at ~he abuseg _ 
which are destroying our culture and which 
threaten lire itself. Our poets-have 
laeked direction for their talents and 
anergies in 'the past--r sugges~ ]~at , 
today it lies right before them. 

Non-Moder.ni~t poet~ totally failed to consider/this realm 
. . 

of the real that Kennedy saw as poetry"s essential subject. 
Unfortunately, desp1te ICennedy"s theore.tical statement, 
Modernist poetry of the time la~ked this kind of r~alistic 
. substance. The early: work of 5'mith and Kennedy wa,.s highly ~ 

. ',~ 

involv,ed wi. th neo-metaphysicaI and mythic realms. It had 
brought a level of thought and idea baok into poetry, but 
it lacked,a level of substantive reality. The world was 
filled with pressing sooial and economic realities. Th~ 
poet' would ~v:~ to do battle wi th "the abuses w:hich are 
destrOyin~ur "culture"; hie weapon, Kennedy' claimed, would 
be satire. Of the MoGil1 group,. F.~. ~cott developed in this 
g.irection as the leading satirist;, much of his satirical 

, 

1 38 

poetry of the 1930'13 still retains a r~levancy that the poetry 
of smith and Kennedy lacks. 
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.Kennedy was correct in assessing that the direction' for 
modern poeta now 1ay "right before them," in the mundane 

r~aaities of life, in wor1dly si~tions. It would ta~e the 
outbreak o:e the second wor~d war to ga1vanize a whole gen
eration with social concerne !he thi~ie~ pointed in the 

~ \ 

direction of social ~ealiam, but to a great extent, this 
petiod coiad note deliver the new stage of Modernism, being 
rooted too deeply in the, aèstheticiam of Yeats and Eliot. . 
-Given the a.bsence of a relevant ~i tt1e, magazine during this li 

1;im~, i:1; ie understandable that the poli tics1 and humani tar
ian poetry being written by Auden and Spender found. no oppor-_ 

v 

tuni ty ta germinate in Canada until the .. fonies • . -
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CHAPTER THREE 
1 

THE SOCIAL REALIS~' MOVEMEN!I!' IN OANADIA:N POETRY 

1 

N.a Joan McCul~agh has n9ted, by the time the forties
began i t was obvioue that, for C"anadian poetry, "new roots-

\ 

were needed, new shoots that could produce'~ rough, socially 
relevant, indigenous poetry."l ~is poetry would need a 

! forum. During the forties several little mŒgazines emerged 
that took up the cause of soci~l realism, but it was Alan 

_ crra~ley's Con-temporar;r Vers-e which served as the first sign 
of this new po~tic growth beginning in the fall of 1941. This 

1 

magazine served as a; meeting ground\ f_or aIl the concurrent 

"school.s" of the time, and spanned the decade wi th i ts 
/ 

long recorœ of regular publication. !!!hus far Montreal ha~ 
provided the main arena for the development of Moderni~ 

/ 

in Canada; in the forties the new poetry became a try1y 
national endeavour, and i t was C'ontemporary Verse ,y,bat en
<l:Ompassed the full panoply of activity within iti'pages. 

/ 

The idea of Contemporary Verse began in th'é spring of 
1941 wh en Dorothy u'vesay was visiting at fioris McLaren"B" 
house in Victoria, British Columbia. !dong with DOris Ferne 
and Anne Marriott they discussed the possibility of starting 
a magazine that would encourage the new poetic techniques, 
engage itse1f'with a poetry of social relevance, and give 
young writers _a _place tO publish and be heard. Ploris Mc
Laren, in a radio tallt given on the C~, desaribed the __ , 
events that led to the starting of eontemporary Verse: 

• • :Dorothy Li vesay 'said we- aould start a' 
poetry magazine ourselves. l sa~d, "That's 
a nic~ pipe dream." Dorothy said why? Then 
we began to talk. We knew nothing about the 
publication of a poètry magazine, we knew 
nothing about the financial problems in
volved, but we talked of it. Someone saitt 
who would edit, who would be an editor for 
such a'magazine, and the three of us aDBwered 
together, tlA'lan crraw1ey' Il Dorothy agreed to 
talk tO him when she went back ta Vancouver 
and tell him of this suggestion, and se~ 
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if he would consider being the edit or 
if it could be done.2 

-:;.1 

Crawley., a fonner lavryer who had been struck by blindrless in 
the early 1930 "s, was '8' man passionately interested in mod
ern poetry. kfter giving the ~ropositiOn some consideration, 
aTawley agreed ~o edit the magazine. 

The decision once made, the m~gazine _ 
took shape. Crawley proposed a ,~orking 
arrangment which was accepted ~by the 
committee. The board of founders--Alan 
crawley, Floris McLaren, Dorothy Live
say, Anne Marriott, and Doris Ferne-
would ~ecide matters of polie y and 
management; the editor would read all 
manuscripts submitted and "have the 
sole right o~ re-jection or acceptance," 
and he would determine the content, the 
arrangement of material fi and the "policy 
.of type of material of each issue. • .... 3 

The next steps were to calculate financing and to find 
material for the first issue. The working committee dis
cussed printing costs with printers and decided upon using 
a lithographing process, whereupon they solicited subscr1p
tJ.onS" and manuscripts. Regarding editorial poliey: "Crawley 
believed ~hat the work of a poetry magazine was to publish 
poetry, and he had no ,partieular literary approach to eschew 
and no axes to grind. He wanted to encourage and publish 
poetry that wes alive and fresh and relevant; poetry that 
wa~ sensitive and ~onest and of.the best p~~sible qua~ity."4 

l ,-

In response to this, Louis Dudek is correct in assessing / 
, 1 

Contemporal:]' Verse as a magazine tha:t "was not a fightint 
magazine with a policy; it was concerned only with publish-

1 

ing 'good poetry'--which, in itsel~, can embody an affirm-
ation--but it did not in addition work out any program of 
ideas whi~h this 'poetry co~ld fire."5 The affirmation that 
C'ontemporary Verse elIlbodi~d was that i t published, of those 
who were Wl'iting in Canada at the time, "every modern poet 
with the exception of W.W.E. Ros~ and Patrick ~derson ... 6 
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Contemporaty Verse is an important publication, not because 

of i ts fetv0r or because ôf the fieriness of i ts edi tonals, 
but be)cause of the breadth of social realiet poe.try i t 
printed in the 1940's. Its firet issue wes total1y exemplary 
af the path it was to take: it included poems by Ear~e Birney, 

P.'K. Page, Floris eIark McLaren, Leo Kennedy, Dorathy Live
say, .A:.J<.M. Smith, Doris lI'erne, and A'nne Marriott. ThesEl 
poets- weré geographical~y spread out across the, country and 

represented dif.ferent schools or non-schools of po'etry. The 
poems were prefacëd by a simple foreword by Crawley: 

1 

During a recent winter of forced inac
tivity my readings was limit~d to the 
books on my own shelves, poetry by the 
great wri tera of the past from Shakes
peare to Whitman, aIl within eaay reach \ 
of my hand. In the fo~lawing year l 
spent more than tW9 hundred haurs reading 
poetry published ~~ the preceding ,twenty 
years in, Great B~ain, Canada and the 
United gtate~. Tt took about half a~ 
many hours in libraries and book shops 
and in s earching through current maga
zines to find and,get togéther theee 
poems. C'onviction was added to my be- ---
11ef that beauty and truth 1s not aIl 
told; that there are Many wri tera- of 
our own times: who can speak to us in 
words and images and forms that iRterest 
and appeal; and that, for most of us-, 
their wri tings are too hard to come by.> 
~ smal~ group 9f readers and'writers, 
sharing these fee1ings, send out this 
f1rst issue of'> C'ON~OI;lARY VERSE, k. 
CANADIAN QUKRTERLY, 'in high hope that 
i t and suce eeding numbers may play 8' 
worthy part

7
in the building of Canadian 

1.i terature. 

What came closest to a statement of intention and general 
edi tjrial policy was exprEiesed in o rawley , s edi tor' er nate 
in issue #4: 

~ glance at the, notes on contributor~ 
at the back of this number shows that 
C ONTEMPORARY VERSE is' not the chapbook of 
a limited or local group of writers. 
The contents of each number will at once 

\ 
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dispel any charge that i t exista to 
press political propaganda, particular 
social readjustment or li terary trend. 
The aima of C ONTEMPORARY VERSE are simple 
and direct and seam worthy and worth-
while. These aima are to entice and 
stimulate the wr1ting and reading of 
poetry and to pronde means for i ta
publication free trom rest~int of poJ.
itiC~t prejudices and placations, and to 
keep open "1 ts' pages to poetry that ig. 
sincere in thought and expression and 
aontempora§Y in, theme and treatment and 
techniq~e. 

C~ntemporary Verse was a litt1e magazine totally devoted 

to modern po~try. Urrlike lli McGil1 li'ortnight1l Review and
!!!!' Canadian Mercury i t made no attempt to be a journa~ of 
libersl opinion; lllÜike Preview and Pirst statement it ,- . , 

printed no fiction. :Dt was a magazine fi11ed ri th poetry and 
the occasional review of anthologies, chapbooks', and volumes 
by individusl authors. Much of the crtticism was--written by 

crawley and i8 la,(datory' and easy-going'. He carefully pointed 
out each poetts achievements and fiaws-. 1ft \times, because of' 
this, the reviews appear to be trivial and non~discriminating. 

~ 

Any rèviews with bbite were written by Dorothy Lïvesay. 
Contemporary Verse published 39 issues from september 

/ . 
1941 until winter 1952, bridging the entire fortieff period, 
ref1ecting the initial poetic explorations of that generation 
of writers and, in later years, indicating the directions in 

which Canadian poetry would be moving.:':i.'he yDung poets of 
the forties, many who had affiliations wi th Preview, First~ 

Statement, and 1ater Northem Review in M0!ltrea~, did not 
face the srune conditions as their predecessors. -They ~o· . , 

longer had to contend'with the modern vs. nineteenth centur.y 
conflict; the times clearly indicated what their wri ting 
ahould be concerned with. Ifs smith observed: 

/ , -
The _ poetry of the forties grows out of 
a sense of being involved in the whole 
comp1ax life of our, time--its po1itics, 
its society, its economics--dhd of' being 
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invo1ved in i t in a deepl,- personal
way that touches- the s-ensibilities, 
thê mind, and the physi cal. being of 
the poet.. This is perhaps the common 
atti tude which unites aIl the very in
di vi dual poets into a single recog-
nizable school.9 -

This "sensec! being" was expressed in the poetry of the 
early-, forties in various verse fonns - and in &iff"ering 

1) 

senses and usea of rhythm and metaphor, but L,h~ poetry, by 

~d large" seemed to_s~are, in McCul.lagh"s iardS', three 
common quali ties: "a lyric approach, an overriding social 
concern, and the focus of the war.',,10 

A:s noted by Joan McCuJ.lagh in her study ~ @'rawlel 
~ C'ontemporary Verse, the poetry of the forties developed 

in otwo stages: The first stage was the period 1940-1946, 
during which time the war h'eld precedence in the minds of 

aIl aanadi~s. Regarding poetry, this period saw the birth 
of Contemporary; Verse and the li terary feuds of Preview 

and Firsti-. statement.'.Mle yo~ poeta were writing, wit;tl ~a 
strong .swareness of politics and psychology; they were- highJ.y 
cognizant of the movement tha:t____. took place in English poetry 

of the 1930 1 s, exemplified by W.H •. A'Uden, stephen spender, 

and Dylan Thomas. '.Chis first stage of the forties in Canada 

was ~-thologized by John Suth~rland in Other CanadianS', a 
book which fj.rmly- estab~j.shed -the presence _ of Modernism in, 

C'anada. 'Other 'Canadians, in the eyes of SUtherland, also 

serve as the bridge point towards the second more amorphous 
phase, which Sutherland int4):"preted as the failure of the 
movement~. 

l' 

" 

How sùddenly 1 t aJ.1. changedJ The First 
Statemeni; Press had no 800ner published 
Other 'Canadians', "kn Anthology Qf thè New 
Po e't~ in Oanada, 1940-1946," wh! ch rt 
furnished wi th a bristling defiant ïntro
duct:i:on, than -the Wpl.e j'urpose '~d driving. 
spin t of the "ne. movement.. were in a
state of decay. We had barely- rushed to 
the sid~ of this challenger of tradition, 
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holding Ull his right-or rathuhis lef1i-
hand in the stance of, victory, when the 
cha1~enger laid his hesd upon the block 
and willingly submitted to haVing it 
removed. What were the causes? Not Other' 
C ana di ans , or my introduction ta i t; 1t 
went deeper than that. Vii th the end of 
the wart there came a realization that, 
in the world at large, Russia and the 
Uni ted States were no:t in a. etats of' ;' 
undeclared' brotherly 1.ove, and that, 
at home, the Canadian 80cia1.i8t move-" .~ 

'ment had ver:! sha110w raots. rt would be 
foolish to 'base a li terary judgment of 
this movement on the value of ite polit
iea1 ideas: but there 1s no doubt thàt one 
of the reasons i t 'lost part of i ts momen
tum was because 1t lost its political faith. 
There were'; of course" other factors in
volved in i ts marked if' temporary decline: 
for example, the slowing down of the tempo , 

'everywhere by, the ---return from war ta a 
partia1' peaee; the tapering off of the 
Canadié.n movement of' expansfon; ,and, 1ast ' 
rut not 1east, thé-poor durability of the 
poetie talents.ll 

Sutl:Lerland, who was intimately invoJ..ved wi th the :t'orties 
movement, saw the r~alignmen~ of poetry writing in the ' 

, l ' 

" 1ate fortie's as a sign that the movement had ~ost a~l! direc-
J ~l.'" 

tion. Joan McCuJ.lagh's ass-essment of this same time period 
1a- much different and 1s, perhàps, more objective and 

realistic: 

The late f'ortièS' poetry'in conte~orary 
Verse fas weIl as that from' the tir year 
or two 9f the fif't1es) is c'oo~er and more ' 
personal than that of the ear1ier'yearg. IT~e 
enger, indignation, and political panaceas 
'of the earlier poetry are gone and BO 
(largely) 1s the gaucheness. The emphasis 
on specifies and the h~re-and-now of the 
"aggressivel.y rea1istic poetry of earl.y 
mQ,dernism lt has given way to more universal 
con.,cerns-the search t.r enduring patterns 
of myth, rel.1gion, the cycles of nature 
wl;licb:r~Ould give coherence and meaning ta 

'. 1.1fe.. ' , 

Clearly Ithe ttcommon attitude" that Smith had ta1ked of in 
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~ ~ 2! ,Canëdian Varee had yielded to a renewe~ va ri et y 

of attitude and opiniQn. This was ~eflected in the pages oi 
C'ontemporary Verse. The poets' who appeared no lo~ger -ap

proached poetry from the same vantage point; the poetry re~ 
• 

flects a wider variety of subject'. Poete such as Dorothy 

Livesay, Earle Birney, P.K. Page, Miriam Waddington, and 
Louis Dudek, who had seen continuaI publication in ~on--temporary Verse durin~ its first five ye~~, contjnue~ to 
appear !1thin its page~; they were joined, however, by 

several post-nr poets who were to ha~ an impact u,.:pon 
c-anadian poetr,y, particu1arly i~ the fifties. James Re~eY' 
made his, firet ~:eearance in Contem;P0rar:r Verse .i~-i.~sue 
#18 which appeared iri JUl.y ~of 1946. Reaney \"laS to become' 
one of the magazine "s ':more promill;.~nt c:ontri butors- durin.g 
i ts la~er years. l'ssue #23 was devo"ed to the poetry of 

, , 1 

Dudek, Reaney, and S'ouster, threa men who, "along with Layton, 
were to dominate the poetry ,of the 195()l.'s to a; great. degree • 

. \ rssue #27 presented the first appea~ce of Jay Macpherson's 
work, a Y'oun~ poet with whom Crawley had correspondedfor 

some time befora printing. Maepherson-, and, Reaney, in the 
f 

.1950'ti-, were to be t'Wo of the leading represenitativés of 
p ~ ~ 

the trml{'th0'poeic" schooll of poetry ~that gravi:1;a~ed towe;rds-

the literary theories of Northrop. Frye. !his would provide
a tQtally new direction for Canadian poetry'in the years to . " 
follow. 

By' the time the' 1950,' B bégan, most of the energy of the 
fortie~ movement had been dis~ersed; each poet was.testing 
his om voiee ànd waJ.kiJlf$ his bwn avenue. ~e -.ital insistence 
on S1 militant poetry ne no longer necessary;, Modernisur, in 
the tom of soci~ü realism' and 'i ts off shoots, 'had bec'om'e 

"the predominant mode of poet::t:r in Canada, one that ws.s-
~ , , 

recognized by poete, reade,rs=,' and critics a1ike. ~'the 
fall of 1951. tian Orawley compiled the 36th issu o-f 
eontemporaq Verse, s.n anniveraar;r issue that mark d ten 
years of publi.cation. MLI the poets who had contributed ~$) 
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th~ firSt issue were called upon to submit, ~terial for this 
~ \1 '-

/ issue and were joined by a few other poets, sùch as F.R • 
. SCott and E.t. Pratt. This '"reunion" was pre:faced by II" 

foreword by 'A'ian <rra.wley in which he spoke of the original 
aspirations' of Côntemporary Verse and it~ hopes fo~ the 
future. A~so contaîned'within this foreword, however, were 
the seeds of doubt that were eventually ta Iead to the 
demise of the magazine.olt was"as.if Crawley were aware 
that the :foTties had come :to their end and were soon ta . 
be supplanted by yet anothe:!:' S"tage of renewed vitali t'1.' 
Crawley indicated that during recent times he had "beerI' 
wavering and di st rus tful " of his decisions.13 The last 
paragraph of the foreword !3-ttempted to strike a note of 
affirmation and a continuance of purpose: , . 

There 1s a job for av in presenting the 
best of Canadian poetry wri tten 1n the 
1950's as it has presented that of the 
la st ten years. If such poetry ia written, 
then so long as it 1s possible, Floris 
McLaren and l will get out CV in very 
irregUlar order and with as great in
terest and pride 1n what we are doingo 
as we have done for 36 times •• The 
place occupied by C'onterilporary VerSl' 
has not yet above it a sign TO LET.~4 

In: just another year <rontemporary Vèrse would c-lose i ta 
files. Crawley's doubt as expressed in hie foreword tG 
the anniversary issue continued to plagne him; this, 
complicated bi the scarcity'of snbmissions of good,mater
ialg, led Grawley tô the belief that ContempoTary Verse 

'1 had declined from "i ts peak of usefulness-o ,,15 The fOld:tng 
of Contempora~ Verse signa1led a true end to the forties' 

, \ 

movement. Only Northern Review, edited by John Sutherland, 
who had, for the Most part, totally renounced the fortiea 
movement, continued for another few yea~. 

Irt. would not· be m:isrepresenting the truth ta state' 
that Crawley sens~d that the timeg had moved pa st him, and 
that ~he s&nsibility he possessed wes no longer relevant 

\ 
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to the poetry that was, to come:' 

Alan Crawley was a forti ea t man. He 
grew up on modern poetry from England 
anCY'the United states=-, and he was on 
hand, an enthusiastic welcomer and 
supportér, when-modernism settled in 
Canada in the forties and took over 
e'al.ladianl poeiry. Crawley was one of the 
main sponsors: of th1s ne" poetry through 
'his magazine e'ontemliorag Verse, and no 
one worked harder t an e to ,help get ~ t 
natural.ized in Canada. But just as he 
was sensitive to the beginning of this-

\ trend in 1941, he recognized i ta- ending 
,in the early years of the fiftiee and 
chose to close down his magazine \Vi th 
the termination of this di!tinctive 
period in C ana di anl poetry. 6 . '" \ 

Just aa C'ontemporary Verse fbl.ded, however, Raymodd S'ouater' s 
C'ontaat began publication; orvin was to follow B:. short time 
l.ater. Pl new period had 'à.J.re~dy begun.'"' But, in respect to 

the fonies, Contemporary V'erse had provided the movement 
a-t large wi th a plac e to grow. A'l though Pren ew and Pi rst 

, 
statement provided much of the fireworks, aontemporary 
Verse provided a stable environment for-the movement tha~ 

spanned the decade. "In this Mannar Contemporarz Verse 
fulfilled one of the Most important tasks of a littl~ mag
SiZine, whic-h is that of attacking conventional modes- of 
expression by bringing into print the resul ta- of new theories 
and pract:i,ces in Canadien iiterature.,,17 

The M'odernist writingS" of the 1940"g l'ere éomposed of 
variou~ element~ and influences. Tm Montreal, two groups 

1 ~~ 

with different orientations towards poetry came into being 
in the early ,forties- and centered their activities around 

two magazines: Preview and Pirst statement. For three years 
these magazine~ would unpeacefully oo-exist bafore finally 

merging into Northern Review, which, ultimately; bec'ame 
the editorial.' v1ehicle ,for one man: J'obn' Sutherland. Both 

Preview and Pirst statement were distinct~ve littl.e maga
zines, militant,' at 1east for a time, in their politica1 
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and aesthetic programs. Behind each of these publication~ 
stood an important figure who spearheaded the magazine; in 
the case of Preview,it was Patrick ~derson, and in the 
case of Pirst statement John SUtherland. / 

Preview, 'which made ite initial appearance in March 
1942, was p~t' out by a group that had c~ll~cted,around 
Patrick ~derson, an Englishman who had come to Montreal 
trom Oxford and brought with him certain specifie tdeas 
about poetry and politios. Anderson was very mueh influenced - . 
by the Marxist politics of the left; his poetic fathér~ wer& 
a group of British writers who had come to prominence in 
the 1930'8: W.H. ~uden. Steph~n Spender, and Louis MacNeice. 
The magazine was mimeographed throughout the three years of 
its existence, and a list of permanent contributors was al-, -
ways present on' the front cover. This was the Preview group. 

-
The firet issue of the magazine listed P.R. Scott, 

Margaret Day, Bruce Ruddiek, Patrick ~derson, and Neufville 
'Shaw as its- permanent contributors-. The first page carr~ed< 

a statement of intention", which ci ted the group ·'s resson for 
putting forward the publication and expressn the philosophy 

. by whi<th i t wa,s to be run: , 

This- ig no magazine. rt presen~i f e Mo~-
treal writers who recently.formed them
selves into a group for the purpose of 
mutual discussion and critiaism and who 
hope, th~Qugh these selections, to try 
out their work beiore a somewhat larger 
publie. 

~a the group takes shape, it become~ 
clear that gene~l agreement exists on ~~ 
several points. A'mong' them are the fol-'; 
lowing. Pirst, we have lived long enough 
in Montreal to realise the frustrating , 
and inhibiting effects of isolation. AlI 
anti-fascists, we feel that. the éxis~en~~~ 
of a war between democratic cul ture and ' 
the paralysing forces of dictavorship 
only intensifie~ the 'wr1ter's. obligation ' 
to work •. Now, more than ever, -'creative 
and experimental wntiIl;g must be kept 
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alive and there must be no retreat 
from the intellectual, frontier -
certainly no shoddy betrayal, on the 
lines of Archiba1d MacLeish, Van 
Wyck Brooks, and others, ~f those in
ternational forces which combine in 
a Picasso, a Malraux or-a Joyce. Se
condly, the poets amongst us look for
ward y perhaps optimistically. to a 
possible fusion between the lyric and 
didactic elements in modern verse, a 
combination of vivid, arresting imagery 

-and the capacity to "sing" with social 
content and criticism. 

Thirdly. we hope to mak.e contact, as a 
group, with new writing movements in 
England, the United states and other 
parts of Canada. We will welcome such 
contributions as space and ~he aims 
expressed above permit. We have en
visaged fr~m the start a graduaI wid
ening of ~ur f§oup to about twice its 
present Sl.ze • 

./ 

Throughout its publication a vast majority of the writing in 
Preview, particularly the poetry, would attempt to combine 
"arresting imagery" wi th "social content. Il Often, in the 
attempted "fusion between t~e lyric and didactic elements,' Il 
the didactic and doctrinal elements present in the poetry 
took precedence. A poem auch as S'~ott's "Recovery~" which 

, c -

appears'in the firet iasue, employa an excessive amount of 
violent 1magery of war; this imagery lite~lly overwhelma 
the poem. 

The poetry that appeared in Preview was_cle~rly ~n the 
"cosmopoli tan" tradition, as Smith would calI i t in hiS"' 
~ of Canadian PoetIT. Much of the verse in Previ'ew ia 
formaI in language, utilizing a rather elevated British 
diction (F.R. Scott seems to·be the one most exempt from 
this), and i8 often h!ghly metaphoric and metaphysical. It 
was these qualitiea that the Pirst statement poet8 found to 
be extremely artificial and which they disputed. 

Despite the opening statement "This is no magazine," 
preview wes very much a little magazine in format and intent. 
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rt presented the work of a small grou~ ai writers who held 
-' some common bellefs about pulitics and artr. rt presenteœ 

a continuaI barrage of writing that generally adhered ta 
their stated aesthet1c and political principles. In spite 
of its hard line, however, the magazine did open up its 
pages ta other Canad1an writers besides those who were mem
bers of the immediate group. Foeroe py ~.M. Klein (befere 
he became a contributing editor), Raymond Souster, Kay 

_ Sud th, Miriam Wa,ddington, Hal-ph Gv.stafson, Anne Marriott, 
Denie Giblin and ~ames Wreford app~ared in/the pages of . 

/ Preview. The magazine WB.S net totally restricted to members' 
of an in-group; in fact, certain First Statement contrib
uters- were . welcomed ta the pages of. Preview .. Th:ere were,
also, certain changes in those ~ontributors who ~ere listed 
as permanent members on the front cover: P.X. Page was added 
~ith issue #2, Margaret Day dropped with issue #4, Neufville 
Shaw dropped with issue #16, Klein added with issue #9. The 
editor's note in issue #20,notès that James Wreford has be-
come a contributing editoT, although he was never listed on 

- / 
the caver. F.R. Scott, P.K. Page, Bruck Huddick, anù Patrick 
Xnderson made up the true nucleus of the magazine. ~nderson's 
poetry and prose appeared in great abundance ana he composed 
Many of the magazine "s edi torial statements. Ruddick con
tributed Many articles and pieces of fiction, while Scott 

- 0 

and Page were represented by a substantial number of poems 
/ \ 

as~well as several reviews. By.and large, it 1s apparent 
that Patrick A'l1.derson was very much the center of the mag
azine, providing origina~ poems, editorials, and a general 

p . 

diréction,that marked the magazine. In fact, British poetic 
~influence is in evidence in much of the work printed. 

, ,'-"The greater part of the Preview poetry reflected a 

social consciousness; the pDems were .sometimes satiric, like 
"',F.R. Scott I_ S "Ode '1'"0 A Poli tician" (Preview #2); at other 
times they/offered social observations as ~n P.K. Pagels 
"'!'he Ste.nographers" (Preview #5). The work reflects an aware
ness of the war and a concern for its societal implications • 

... 
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Issue #11 was entirely devotéd to the effects of~the war 
upon Canadian society. That issue, printed in February 
1943, worked B;s a unit under the· tit1e "Sorne ltspects of the 
War: .ro Civilian Report." Permanent' Preview contri butors 
undertook the task of assessing the efrect of the'war upon 
the civilian population. P.K. Page ~~ported the reactions 
of stenographers to th~ war and war,time conditions; F.R. 
Scott assessed 
Neufvil+e Shaw 
plant; Patrick 

the effect af the war upon the universities, 
J 

upon the workera and workings of an ele~trica1 
Anderson studied the effect the war was having 

on painters, an unnamed political worker explored the state 
of national unit y, and Anderson reported on the effect the 
war was having on the Preview members themselves. In this 
section A~derson defined what he B8W as the literary task , , 

of the Can~dian writer during this time of war: 

Our task is c1ear: not only to he1~ in th~ 
winning of the war by our 1iterary wark and 
our vivid enthusiastic embadiment of the 
issues for which it ia being fought, but also 
to supp1y something ai the personal, the 
graceful and the hetoic to this half-empty 
Dominion. 19 : 

fhe outstanding characteristic of the work printed in ~ 
~ ia ite dedicatio~ te the economic and po1itical issues 

~ which the. Depression and, sUbseauent1y, the war had raised. 
This political consciousness existed as an intrinsic 

, 

part of 'the Preview group"s poetics and aesthetics, and ts-, 
continual1y ref1ecteü'in the articles on poetry that appeare'd 
in Preview. In issue #7 (the first issue ta have a printed 

\ -

cover) Patrick Anderson judges what he finds to be, Stephen 
, / 

Spender's personal pessimism in Spender's collection Ruins 
~ Visions against the background of war and social conf1ict. < 

~n the fo1lowing issue (#8), P.K. Page provides an assess
ment of "Canadian Poetry 1942." In discussing the current 
scene, she points out the mid-Victorian parlor atmosphere 
of Canadian Poetry Magazine, ci te~ the ec'l~cticism of 
Contempora!y Verse, criticizes First Statement for having 

o \ 
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\ "a rather wild-eyed uncertain policy of inclusion, ,,20 and 
also knocks Ralph Gustafson's Anïhology of aanadian Poet~ 
.for excluding the social writings of the younger poets and 
including the aharles G.D. Roberts chestnut "Canada Speaks 
Ta Bri tain-. tt Here ultimate assessment of the situation il!r 
based upon politically motivated notions: 

Today with three new màgazines -- CON
TEMPORARY VERSE, FIRST STATEMENT and 
PREVIEW -- the poet is no longer ailent. 
He has yet to come to grips with himself 
and stop crying 'Help' from the prairies 
and woods and mountains. If in8te~d he 
will hi tch-hike to the to.wns and identify 
himself with people, forget for a while 
the country of his own head, he may ~ind 
his age and 'consequently his belief. 

One cOan note several implications in Page' s suggestion as to 
what route the young poet should follow. The thrust should 
be oùt away from the countryside and into the political in-, 
volvement of the cities; alang with this cornes an }dentifica
tion wi th the people, the working class. There is also the' 
suggestion that introspective work be left behind; writing 
should be involved with the more tangible ~eallties. Page 
is making the case for a politically militant social realism. 

~B we have noted previously, the overwhel~ing presence 
of the C'anadian A'uthors 1 JÇssociation had in no way been dis
pe.lled during the 1930 ,'s. 'Dhe_ productions of C .~.lt. members 
had far autweighed thase of the Canadian Moderniste during 
the Depression era. Althaugh by the mid-farties Modernism 
was firmly established, in the early forties it WAS, by no 

meane natutali'zed'. In the ninth issue of Previëw (November, 
1942) F.R. Scott reviewed th~antholagy Voie es of Vict0rY 
in an article "!!' Note on Canadian War \Poetry." This anthal
ogy: was put ta'gether 1:5y the T.oronto branch 'af the ~anadian 

\ 
Authors' ~ssociatian. Scatt's overall assessment of the 
anthQlogy was that judging "by this volume, nothing haB 
altered in the realm of poetry or poli tics since 1914. Need
_lees ~o say, there 1s no new style or diction, no venture in 
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original modes of expression ... 22 Scott found the poetry ,to 
be marked by an incredible colonialism, the poets'i~cluded 
cont~nually ~ledging their ultimate ~llegiance to Britain 
rath~r than to their own country. The_most significant idea 
in this essay appears in the opening paragrapp, where Scott 
describes his resp'on~~ to the changes tr\i~g l'laC, e in 
poetry: 

\ 

ft live movement in poetry' will reflect 
and often foreshadow the creative move
ments in its social environment. Poets 
sensitive to the gr,owing forces of their 
age will give symboiic expression to 
those forces ,~d will becom~ a potent 
instrument of soci~l change. The more 
revolutionary their epoch the more mark
edly will their writing differ from that 
of their predecessors, for they will be 

1 obliged to exp~ment wi th new fonn and 
~mage~3in o~er to convey their new 
l.deas. ( 

The Preview poets were highly eonscious of trying to be 
"instruments - of soeia~ change"; to perhaps a lesser degree 
this,was also the position of the majority of Modernist 

J '} 

poets in the 1940's. Dorothy Livesay and Raymond Souster 
are two poets who stand out as poete engaged with the 
sociologieal and politieal implications of, the war in their 
work of that time. 

The year 1943 saw the first edition of ~.J.M. Smith's , 

The ~ 2! Canadian Poetry. This anthology is extremely 
important in two respects: 1) in its attempt ta discern a 
Canadian poetic tradition and to trace i t from pre-Confed
era~iôn to the 1940 's (Sm:j.. th, in faet, diSlcerned tym 
traditions or strains in Canadian ~oetry, what he ~àiIed 

-"" - 1" ... r·~ 

the "native" and the "cosmopoli tan"); 2) in the amount ,of 
discourse and reaction the anthology generated~ The strong 

- ------------- . 
repudiation of Smith' s position was to appear Iater in . ' 

John Sutherland's introduction to Other Oanadians (1947). 
~ the time of the publication of Smith's anthology, however, 
it generated a significant reaetion in the pages, of Preview, 
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and also in F1rst statement, where Sutherland began to refine 
the points of his final refutation. 

In Preview i tse~f. !h!. ~ ~ Canadian poetry was re
viewed by Neufville Shaw in an essay enti tled "The Maple 
Leaf ls Dying" (Pre~iew .#17, Decem~r 1943)'. In a~'Praising 
the validity of the anthology Shaw cdnsiders the auality of 
verse of the different eras of Canadian poetry. He find the 
pre-Confederation work highly derivative of English modele. 
His criticism of the GO~~deration poets ie marked by a 
political undercurrent: 

\ 
The newer "Golden Age" poetry wae wri tten 

in an age which was determined to t'ind the 
gold and little else. While expanding 
Canadian industry wes merrily chasing the 
dollar across a tho~sand miles of prairies, 
the poet drearily painted golden sunsets 
or found Pa~4and Eurydice under every 
Maple Leaf. . 

C'learly Shaw eaw the C"onfederation poetry as having no re
lation to the economic and political realities of its day. 

, In evaluating the modems Shaw is high1y cri tical of 
the work, of Pratt, Fxnch, and Smith. He does not agree wi th 
Smith in viewing Pratt ~s the greatest of the contemporary 
poets and he ia not impressed by the grandeur of Pratt's epie 
narratives. He considers Finch and Smith to have written 
"'glittering inconseauentials,,;25 he does, however, find a 
validi ty anli real contact wi th" 1ife in Klein' s very often . 
highly ornamental writing. 

It is in the writinge of the members of the Preview 
group that Shaw finds the affirmation of a new Canadian .. 
poetic tradition:' 

It is the verse of Scott, ~derson, Page, 
and Wreford whicli makee us Quite contentedly 

, proclaim the death of the Maple Leaf for here 
we find a complete disregard for a dictated 
chauvinism and a didactioism which, while 
not constituting political directiv,e. is 
a ruthless analysis of sooial falsehood. 
It 1e on this tide of affirmation that 
the future of Canadien verse rests t'or 'i"t· 
ia by a union with the great wave of social 

-. 
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protest which is, at present, sweeping-~ 
the country that a,universalized state
ment can be made which carries within 
its scope aIl the proud and swee~ing 
ramifications of mankind itse1f.26 

./ 

Shaw i5 Quite correct in viewing the poetry of social pro
test and social rea1ism as the d~th of the Map1e Lea! 
school. ~is sociali~d movement of the forties succeeded 

58· 

in totally ~stablishing itself as the mains~ream of Canadien 
Modernism. ~his social movement, however" was not 1imited to . 
Scott, Knderson, Page, and Wreford, but, in fact, in6orporated 
almE)st aIl of 't'he Moderni st poets ,-of the time. rt is, the" 
combined social consciousness of the poets of Preview, 
First Statemen:, Contemporary Verse, and Direction that 
succeeded in sùpplanting the 1ast dying remnants of th~ 
Roberts-C'arman trad! ti.on. 

~e 21st issue of Preview ia ~ most interesting one. Tt 
ls "J\n bpl.anatory Issue, n one in whiC'h the poets supp1y a 
brief comment on their poem~. Yet what 1s even more inter
esting than these brief notes is the explanatory statement 
that Patrick Knderson prov1deg for the issue as Œ whole, ~ 
short essay in which he posew a list of aids or Questions 
whereby modern poetr-y should be judged. This list incorpor
ate~much of Nnderson·s thought about the ideal form and 
content of Modernist poetry, and it ls highly revealing 
of the underlying principlea or guidelineg behind the ~ 
Yi!! poetry. !he auestions Anderson poses are: 

1. Is the language vital and originai? 
Pi're the ep-i thets and images exact and 
fresh without being forced Qr overexotic 
for the general coherence of the subject? 
ra the poem,emot1ona1ly evoc~~ive? If. the 
po,em passes this test you can say that you 
have a. t least the maki'llgs of a good poem., 

2. Does the poem hRng together? Doe8 
it seem to spring from a,genuine ~xper
i,nce? le its development coherent, so 
that it seems ta be a1l of one piece? 
Does it throw light,upon the matter it 
treats? Ef th~ answer to a11 these 
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Questions 1s yes, then you can safely 
say you are faceœ with a good poem. 

3. Does the poem show a general 
awarenes~ of lite and its problems? 
Does it help you to understand what 1t 
describeswithin a gen~ral system of 
relationships? Here we are on more du
bious ground, of course. 

4. How does the poem tie in with 
other poems by the sarne author? What 
architectural expression do you get 
from his work as a whole - from the 
range of hie subjecte and the degree . 
of general understanding~e shows? This, 
like thê preceding point. 1s less easy 
to establish exactly but one can be 
pretty sure that potnts three and four, 
or others like them, make the basic 
difference between the minor and/or 
occasionally good poet and great master. 
Between, shall we say, the poet of re-

'stricted range and21he pqet of wide hu-
man understanding. , 

~derson has'several criteria for the making of a good poem 
\ 

which reflect on the Preview group's writing. There is a -
striving for originality in language and image that often 
does lead them 1nto the forced and overexotic. Much of the 
Preview poetry has an elevat10n of tone derived trom British 
poets whi~h does not al ways fit comfortably into the Canadian 

l' idiome Nnderson, in' particular, strives toward emotional 
evocation along the 1ines of Dylan Thomas; his poetry is 
often as richly ornamental as Thomas'. Wh~n the Preview 
poetry succeeds in its use of language it is because the 
English influence upon diction and tone has been placed in 
,the, background and a more indigenous. Canadian speaking vo1ee 
has been allowed to take over. Poems in which the imagery 
ie gro~ed in reality ra~her than e1aborat~,me~aphor are 
usually more suçcessful. Anderson insists upon the poem 
springing tram a genuine experienee; th1s is' the basic 

\ ." " 'stance of th~ realist movement t that the poem ,deal with the 
actualities ot' lite. What also emerges tram the 1930"8' 
influence in,th1s push towards realism ie a clarity of 
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meaning and intention. The obscuri tiee of Eliot and" Yeats 
which, involved the inner realms of psychology and myth have 

been su~planted by the reality of political and, social . . 
systems. !he ,realist poem frames some aspect of the real '0 

, , 

, and illtpllines i t. Anderson "s referencè - in point, four to· 

art?hitecture, does point up the sense of artifice that ie so 
much 1110re apparent in the poetry of the Preview poeta than 
in the younger First Statement group. ~gain, this 1s a sign 

of the neview group's link wtth the English tradition. , 

Th~ last paragraph of ~dèrson'B explanatory note de
fines wha~ he seeS' as the stat e of poetry in 'Çanada and the 

,ultimât"e'.,function of the poet and poetry: 

/ 

\ 

~J" .. 
••• 1 believe that there are good poets in 
Cana'da. and, l believ~ that the' P'Oflt has a 
real function to play in our society, par
tiGularly wh,en SOCial, and eonomie progress 
ie getting ahéad of c.ul tural and 'spiritual' 
deveIopment. l think "that this 1s obvious 
when we reflect tha~_the forces which are 
progressive politically are, sometimes,little 
more, than reactiona.ry' cul turally. Whether 
we define the role of tl'ie poet as being to 
stresS' the importanc e of the economiu and 
peychological individual or ta build up 
a rich sl!}Bociational background for our 
increasingly collective age or simply as a-

. means for interesting the middle-cla~S' in 
social Change, or all these things and more, 
!' feel that' he has an important part to' 
play. He can be ashum ist leader of the 
modern movement. 2 

v' Freview pub11shed 1945 
ging wi th l!'lrst (the last- issue carries no date») llèfore 

Statement to create Northen} Review •. The Quality of poe;try 

published in ; t was Qui te high, in that i t was wel.l-cfafted 
- ",,';';'" , , 

'/?>, ,;2lftd 'politiéally comm'itted. ,It was a much more formaI poetry 

.,//,.;0, ~ , than ,that p'~oal~d by the Pira.: S_~atement group. Jomr ' 
... / Sutherland woul admit in his .p~tr~duction to Other 

,/ Canadians that; "judged by thé ~ùzlil aeâthetic standa}:"d:, the 
/( English colonial ~oetB are' prod~cing the. best work, .,29 but 

.//' he ssw in the group that ha4 00118.1;0.d around l'irst :~~-
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men~ "something of more significance for the future. ,,30 
If Patrick xnderson ~ the'prevailing spirit of ~re-. -

vi éw, John SUtherland -was even more so Aihe' ruling and 
controlling force behind ~irst Statsment. Wynn~ Pranci~ 
gi ves the tollowing gccount of Sutherland and the Ori/gin 
of Hir&t Statement: 

~e central figure, if not the ~eader, 
of the "First S'tatement Group" was John ' 
Sutherland. John came to Montreal t,rom 
Saint John, New Bruaswick, in 1941 ta 
attend IcG!ll University after a three 
Y'ea.~ bout "i th tub~rculosis..~ Dur1ng his 
illnes" be had spent much time read1ng, 
wr1t1ng poems, and corresponding with 
writers and editors of literRry' maga- ' 
zines both in Canada and abroad. By the 
time' he' arrivect in Montreal, he was 
well acquainted wi th the Canadian li ter
ary scene an~with modern ~erican and 
Bri ~ish poetrt. Shortl;r .after arriving, 
he determ1ned ta launch a little maga
zine of his own and to this end he en
gaged the help of several undergraduBtes 
including R.G. Simpson and Mary Margaret 
Miller, and Audrey ~ikman who later be
came 4is wife. Together, in 1942, theB~ 
few friends tumed out the tirst six or 
seven issues of an e1ght-paged mimeo
graphed sheet which they named Pirst 
Statement.31 , , 

, . 

One story has it that Sutherland was prompted'to start 
Pirst ~ta.tement when\some of his 'poems were rejecte~ by 
preview. Whether th1s 1s trÛe or not 1e unimportant; the 
relevant point 1s that SUtqerlând drew much of hi~ early 
energy from a one-sided argument with Preview. ~therland 
'Ra.s intent upon airing hi,s criticisms of what, was, st the
time, fi" rather superior magazine. 'What type of' magazine' 
SUtherla.nd want'ed P1rst ~tatement t-o--mri~ems to be, at , 
firet, unclear. 3Utberlan~ wanted ~ magazine belore hl had 
a program o~'a school of pçets to present. In anawering 

-8 Question about the ~ifferences between Prevïèw and Pirst 
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'Statement, in terme of their attitudes towardso literature 
, and their aesthetic vièws, Louis Dudek has stated at som"è 

length that i t was~" t an eaèy Question tC]' anewer, partly 
because Sutherland himself stood in an -ambiguoue position 
to 'the m~in issue: l ' 

"-"-, 

It's a highly eomplicated question beeause 
John Sutherland, for example, who was the 
edi~or of. Pirst 3tatement, had a kind of af
finit y with the Preview-ites. He admired 
their work, he publlshed P.K. Page at the 
very beginning'in his own magazine; he 
published ~atriek Knderson; he wrote 
criticism, rather ,important artic1es, about 
Page and A'nderson, but he did not do as mueh 
on Raymond ffouster, or Lay ton, or myself, ' 
or Miriam Waddington of the Pirst'Statement 
group. He also brought out a book of Ander
son's, so that l feel Sutherland really ad
mired the Preview group grea~ly--more, 
probably, than he did in faet the people in 

'his own group. The edi tor of First Statement 
was essentially a p'r{View-i te. Tna'b compli
eates the Question 0 opposition between
the "two parties. There was some opppsition, 
h~wever, because at the head of Preview 
stood Patrick Anderson, and he was a visiting 
Britisher in Oanada, and around him were 
people who felt a strong attraction toward 
this kin~ of cultural representative. And 

\ that's the cruc;i.al thing about it, that one 
~agazine, previèw, was assoeiated with what 
~ think of, hlstorieally, as the colonial 
attachment of cranadian literature; their \ 
poet~had affin! ties wi th the,. English 
po~~~of the prece~ing deeade--especially 
Auden and Thomas--whereas the First State- \ 
ment people were more related to contemporary 
American, poetry, Twentieth-Century Ameriean 
poet~ stemming out of Walt ~pman--Carl 
Sandburg, William Carlos Willi~ms, and even
tually Ezra. Pound. J\nd thereforé what you ,_ 
had in thése two magaz'ines wa.s a signifieant ' 
confrontation b,etween the colonial pull 
tdward Bri t~sh li terature and the new nâti ve
strain that would come right ou~ of Oanada. J2 

In many res~ects, though, Pirst Statement waB really 
three magazines. or, '" ~ore correctly, went through three 
periods. The pul.l towards an orientation of 20th century 

American poetry didn't occur until the magazin~ hit it~ 
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second phase, when Lay ton and Dudek became"involved with it, 

and the magazine became the outlet for li specrlfic group_ 

kt the beginning, Sutherland ~ut forward First State

~ as something of à gesture, as in~icated by the mag-
1 azine's ppening editorial: 

" S'omeone will say that we will be talking 
in a vacwum, to ourselves alone, rund be 
maki~g gestures th~t have reference ,to 
nothJ.ng. It does not seem to us an unreason
able_ cri ticism. In the present stage of 
aanadian literature, a gesture would appear 

v to be important. lt dis-play of act! vi ty may 
symbolize a future, and plant a suggestion 
in sameone's mind. The religious ceremonies 
which ,tl].rived many centuries aga must have:
arisen from a beilie! in the newness of living 
and the youth of the race. What had happened 
seemed raTe, and i t was not certain that i t 
~ou~d happen agai~. Bread,was broken to ex
press the hope that bread,would be granted 
again. We intend ta go through the cere33 monies~ in our CanAdian literary youth. 

First Statement, from the very beginning, was If A Magazine 

Por Young Canadian Wri ters" as the printed caver indicated. 

What Sutherland initiated was a forum for these writers 
1 

before he had contact with the writers themselves. The early 
issues of the maga~ine drew upon material from several ' 

" . 
memoers of th~ editorial board, Sutherland himself, Robert 

Simpson, ,and Audrey Aikman, as weIl as members of the 

Preview group; P.K. Page, ,l;la1;rick Anderson, and Neufville 
"Shaw aIl a~peared in the tirst seven issues. First Statem n!, 
wi th issue #5, combined' wi th the new west coast publioati n:, 

'-, 

Western Free-Lance, and it is probably due to th{s that the 
work of Dorothy Li vesay and Xnne Marriott appeared in the 

first eight issues. S\.1th(!rland eeemed to .find his first 

"discovery" i~ Kay Sm1 th who made her fir:st appearance in 
& 

the third issue of the magazine. 
The magazine :was· mimeQgraphed with a, printed caver. 

Issue '#2\stated the intent~()n that t'he magazine would !lppear 
every two weeks for at leaet a year. This Wâs an ambitiou~ . 

1 
, . , 
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• 
undertaking, never fully accomplished, sinee the magazine-· 

missed the occasional deadline. It statement made in the 

second issue indicated that First statement would, in fact, 
o 

64 

. , 
be an' eelectic magazine, that it would "contain as varied \ 
a representation of Cans.dian literature as PQssible. Vie 

shall try to exhibit the art of va.rious groups of writer3' 
in Canada, rather than' exp~es8' any opinions of' our own. ,,·34 

'" %e 'early issues of the magazine are generally unspec-
taeular and do not show a definite direction. SUtherland 

spent "qiueh of his time commenting upon the fla:ws~ of the 

more refined Preview. lm the tirst issue ot: First Statement 

SUtherland include~ an article, "On Jt. Story in Preview 

Magazine," which was a criticism of' Bruce Ruddick'e stpry 

·"yi" in Preview #3. Sutherland disput~d the doct~inal ap-
I. 

proach to wri ting that he &a.w present in Preview." main-

taining that words are not me'hanical, utilitaridn, or a 
" modern convenience used' tl? put aeross a mes~age, "but that, 

. above aIl thiings, language contains a certain .magic:_ He 

boldly stated that "before an artist has any' other}reed1, 

he has a religious faith towards words • .,35 Sutherl ~d was 

taking a stance for the autonomy of literature, a op~osed 

to i ts being used as a pO,li tical tool. 
In the third issue of First 3'tatement S-uthè land re

peated the, eclectic position. He argued for a v riety of 
, , • 1 

li terary approaches and h!!ld that good and bad ar, si.~pl'y 

rel~ti ve terms. He insisted that a Canadian li teratuTe doee 

exist, and d1'ined ~he- purpose of the magazine as' providing 
a forum for/Canadian wri tiers: "Hence our desire to exhibi t, 

without discriminating against any, the various modes and 

types of wri ting' as we :find them in Canada. We would like 

~o become thejmirror of t4is ,variety , and so provÎde th~ 
Canadian reader with the freedom of choice that he r~' 

--.,quires. ft 36 In light of these early edi torials Dudek' s c0!l

tention that "Sutherland had a1ways wanted a niee, so1id, .. 
intellectual magazine like Northem Review, not a fighting 

rag like Pirst S'tatement tt37 holds up. Sutherland, at th'is 
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time,. seemed more inclined toward a non-partisan ~iterary 

:Corum than a militant magazine. 
~eRe early issues of Pirst'Statement represent-an 

\ 0 

uncommi tted period in the magazine t'a develo-pment. S'Utherland 

was preaenting no specifie school and was opening the maga

zine up to every var1ety of wri ting. It must be noted, how;.. 

ever, that the writing he was accepting was firmly Modern1st; 

there is no trace of the Robert s-C arman . t;-adi tion' in the work 
printed in these early is·sues. SUtherland continued to render 

cri tici:sm of Preview, but not in any tierce of fiery manner. 

The sixth issue carried Suther~a_nd' s essay "P.K. Page and 

PREVIEW," in which he consid~,red the effect of the Preview 

group upon PeAe' s ~ri ting and he pointed out the posi ti Va' 

1 

, " and nega~ive aspeœts of this aupposed influence; he saw Page 

developing assurance, writing with greater fluency, a,nd mus

'tering more po~er in her generation of images; on the neg-
... 

ative s~de he found both the emo~ion and language "ove~

wrought," seeing a lack of ease in the wri ting style and an ' 

emotiortal unease with the subject matter. In the eighth issue, 
L ~ 

discussing the production of the li ttle magazines:., Sutherland 

argued that the Canadian Po_etr:{Magazine should shake i tsel! 

out of i ts doldrums and that Preview should produce e: mag

azine for readers insteadof writing for an in-group com-. ' 
poeed chiefly ofowriters. 

I"ti iB 'the ninth issue of Firet statement that We' begin 

to, see .. a: marked change in the magazine. This Change is in
troduced by the appearance of three poems by lirving Lay ton, 

a new "poet whom !utherl~nd had just met for the firet time • 
~ 0 • 

The issue also containe a review by Sutherland of Earle 
, -

Bi'rney' s collection David If. Other Poeme. Here S'utherlancf 

reprimands Scott, -Smith, Klein and Kennedy for excludinp: aIl 

sense of the Canadian landscape in their writing. This i~ 

the firet indica~ion of the fu11-scale attack that Sqther-

: land w'ould later launch against tl1e "cosmopoli tan" tradi tiOD. 
La.yton had been friends wi th Louia Dudék for over a 

year; three of Dudek's, early poema a'Ppear in the next issue, 

\ 
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the tenth issue of First S'tatement. The true First Statement 

grou~ was now coming together. ~he eleventh issue earried a 

firet submission, a short f!.tory ,._....by MiI;"iam Waddington, and 

two poems by Raymond Souster, te being "The Hunter," per

haps the firet -published poem f Souster"s that fulfilled 

the potential he had begun to show. Wi th the tenth issue 
~ 

First Statement had ehanged i ts subheadinf!::. i t was now tI/ï. 

C'anadian Li terary Magazine." 

Wi th this new group Sutherle'nd 'was at laet finding the 

native C-anadian literary youth he had been looking for. With 

the appearance of the twelfth issue the magazine heatf;! up' 

considerably and begins to hi t i te- stride. The twelfth issue 

ig eomposed of the work of Lay ton, Dudek, and,Kay Smith, 

.al.ong wi th an extended edi torial by SUtherland in which he 

makes hi-s case for these three young poets~ He notes- that

none of them "has ree ei ved any public recognition, and even . ' 
leS'ff" CTi tical attention. ~et each one is ~roducing work tha.t 

'" May appear, in the future, as a valuable contribution to 

Canadüm poetrY. n38'_Continuing the dispute he had started 
" wi th the Preview-ites and the "cosmopolitan" tradition, 

Sutherland ci tes these three young poets as having ,certain 

links wi th nature; he sees their wri ting as having a certain 

"hative" Qualityr 

'Nhat:- l should like to stress about aIl 
three poets, Dudek ineluded, is their 
common interest in nature ••• sinee Canada 
is an agrieul: tural' country i t is hardly 
possible for the poet to avoid contact 
wi th nature., Nature not only rules great 
sections of our country, but, 1 t also in
vades a metropolis. It enters the heart of 
Montreal and si ts dom in the form of 
M'ount Royal .. We compared IÇ~y Smith to 
pbrothy Li ves~y F" and l think that her 
identification wi th nature: partly explains 
onets feelings the.t Mis-s Livesay is so 
essent'ially a Canadian poet. JNeïther sIle 
nOr Miss Slni th nor Irving Lay ton are 
giving us nature pure a.nd sim-ple; or ab
sorbing for other ~urposes a' peculiarly 
Ca.nadian: landsca-pe, a.s Earle Birney does. 
But their link wi~h nature is inescapably 
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a part, of their experience of living in 
Canada. j9 

_~J 

.' . 
SUtherland makes a stand on native grounds for these three 
poets: "Here are three poets, not lacking in imagination or 
intellectual power, who are producing work that is much more 
honest and wholesome than that of our modernist school. W~R.t 
they write i8 essenti~lly readable, and it ie valid and 
real as poetry. ,,40\ Sutherland has f'ound in them what he con
siders to be a real alternative to the PreviewjA'.J.M. Smi'th 
school 'of poetry. He see~ iri~ their work a ""ri ting that has' 

, \ 
imagination'and intellect, and, et the same time, ~as ~ 
greater realïsm than the work of the Preview-ites, for it 

, , 

ls readable and real rather thRn erudite and put up. Reading 
the poems themselves, one finds thR.t Sutherland's enthusiasm 

. l' 

is, perhaps, more for what they will write in the future - " than what they were writing st thls time. Kay 5mith's poetry 
. , 

ls a highly formaI series of verses, caref'ully metereœ anœ 
rhymed, with choric repetitions. It speaks in an attempt at 
the modem idioDr' that ie- no longer valide Lay ton "s verse, 
though highly structured, cames much closer ta approaching 
the modem idiome Dudek-s poems are the closest to open 
poetrf, a concept that will become more clear as we go on. 

~e l'new energy level is apparent in the next issue, 
numl:>er 13. 'l'he magazine is now subti tled "A Nationa\ Literary 
Magazi'ne," the issue"s editorial announces the formation of 
Pirst Statemen~'round the c~Puntry for the creation-
of a consciousnese- ~f Canada and of Canadian li terature, and 
the magazine boasts a new staff: 

FIRST STATMENT 1e prdduced by the tollowing 
group: John SUtherland, Betty Sutherland, Irving 
~ayton.1Glyn Owen, Nudrey Xikman & Louis 

, lJu.dek. '" . ' "" 

Those involved with Pirst Statement had become ~ purposeful 
group, and now included two poets of exceeding promise. This 
was supplemented by the ~reauent cont~ibutions of' M1ri~ 
Waddington and Raymond Souster. Directed energies were now' 
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Quick in gathering •. the ftlf'teenth issue, dated M'arch 19, 1943" 
stated in its editorial that the Pirst' Statement grou~as 
bùsy attempting to secure a printing press. 

1 _ 

Issues 12-20 represent the real fighting Firs,t 5'tatement. 
These were the lest mimeogra~hed issues. Once the m~gàzine 
began to be' prin~ed it began to change tone, moving closer . , 

to what Northern Review would be. It would gradually cease 
1 

to be what Dudek has termed "a ftght'ing rag." Issues 16, 19, - . 
and 20 carry articles which militantly dispute the program 
of the Freview-i tes. Dudekw's article ItGeogMphy, Poli tics 
and Poetry" appears in. issue #16. In this piece Dudek main
tains that Roetry should register an honest reaction to 

\ first hand experienee. He saw, however,' examples in the 
Previe.w group' s work that >ent against the grain of this c on-
tention: . ~ ~ 

, 

~ere seem to be, how~ver, three tendencies 
in modern writing wh1éh war against the 
simple truth of the above argument. These 
three tendencies are hostile to the natural 
desire of poets to Itreact honestly ••• first 
hand". They corrupt the poets on every hand. 

'!'he tendencies, in order, are: (1) a clever 
aptitude for ex~loiting the unreal universe 
of language; (2} a pedantic absorption in 
the second-hand universe of books, literature, 
and erudition; and (3) a falsif'ied devotion 
to a special universe of iideas, chiefly, 
sociologieal and ~~~~~~~~l ideas~~2 

In stating that poets desire to "r~act honestly. • • first 
hand," Dudek la Quoting the ~erican poet Hart Crane. We Bee 
here that the ,First Statement group waa influenced by the 
~meriean impetus in.poetry rather than the British. They 
chose to be 1nfluenced" by the earthy ouali ty of poeta such as 
Whitman, Sand bu rg, and Crane rath~r than the eloQuent sonies 
of an Nuden. They began to approach the very'Xmerican sensi-

1 

bili ty that William C'arloe Williams would define as a basic' 
prineiple of poetry--nNo ideaè but in things": , . 

•• ..Pirst Statement poets prided, themselves on wr1ting a masculine, virile "'Poetry ~f ' 
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ex-perience"--their own experience. They 1 

would not wri~e of the -phoenix and the 
hyacinth but of Berri Street and De , 
Bullion •. S'corning the artifice' of meta
phor and symbol, they preferred to 
shout huzzahs- and hurl insulta, ta fight, \ 
s'Pit, sweat, urinate and make love in 
their poems, and 'did sa in a deliberate 
defianc e of Preview. ~hey eschewed aIl' 
abstractions and swore that "words" 
would not come ,between their poetryj and 
life. "Celebration,' not cereorltion ll as 0 ~,' 
Lay ton was le.ter to phrase it • .3 

This world of experience ~,what Dudek is obviously offering 

in apposition to, the "unreal uni verse of langu$'l~e" which ig

invol ved 'wi th a world of· li terature rather than· life. Beyand 

this, Dudek also argues against social preaching in the farm 

thRt he saw in the poetry of the Preview-i tes: 

In short, whRt is wrong with today'S' 
social preaching in poetry is that it 
is likely ta be falsified preaching. It 
is likely to show the lnflueno'e of "up
per olass", higher-cultured, intellectual 
slÎ'iri t. ,rts wri ters may not be arist
ocrats, but they have learned the se-pa'T
atenesS', subtility, and love-of-culture 
of the aristocracy. They are simply 
not plebeian enough. We have' in Montreal 
a magaziI1#, Preview, in which much of 
the work illu~trates exactly this point. 

By way of correctives, First Statement 
can suggest three slogans 'for the poet i s 

,- ma-sthead.-No -polygl-ot -d-isplays .- - No poet ry 
about poets and poetry. No high party 
politics. 44 ,\ 

Dudek "s article ls followed, by a satiric poem of Lay ton 's, 
, . .J ' 

ttThe Modern Poet," whioh 1s directed against the embodiment 
;.-1\ J-

of "Modernism" that the Preview pQets represented: 

'., 

Since Kuden set the fash1on, 
Our poets grow tame; , 
They are Quite without'Ipassi-on. 
They live without blame 45 
Lik~ a respectable dame. 

The First Statement-ers were "work1ng-olass poets." They 

'.srgued >against the high,- refinements of ouI ture in favor of 
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life. 
~e art of the poison pen was als~ being refined in 

First statement. In issue #16 there was an éxchange of 
lettera between Patrick Waddington and Irv~ng Lay ton con
cerning Waddington "s' cri ticism of Lay ton 's warlé; Lay ton 's
letter ls early pra~tice for the letters he would come ta be 
known for in 1ater years. The nineteenth issue cantains the 

1 • '." t 

article "'!'he Wri tind.".Of Patrick Anderson." wri tten by John 
0\ J ~ .. A '-

sutherla~d, which led to a libel suit from Anderson •. The 
, -

basic gist of this article i8 that "a sexual experience in;" 
volving two b~Y's"46 lies behind lfilderson's percentj.ons and 
influences much of the metaphor of his w~~ing. Sutherland 
claime to be privy to the knawLedge of some homosexual en
counter in ~derson's past; he also passes the comment that 
one "would rather have wished that Anderson had employed 
his energies ••• to a direct description of abnormal sex. "47 
There was a delay in the apparance of the next issue because 
of the threatened libel suit. When the issue finallyappeared: 
it carried a retraction relating to the statements in 

Sutherland's article. 
The first printed1ssue of First statement appeared in \ 

JÏ'Ugust, 1943. Subtitled tJCa'lladian Prose & poetr;/," it took 
. on th~ atmo;sphere of a li terary journal. 'Th.e issue contained 

a section from Klein's "T'he Hitleriad," Souster's "Green, 
---------- -----"--

Wonderful Thing~~'_ ~ther. po_ems by, Mirïam Waddj.p~ont A:udrey 
~ikman, Louis Dudek, and Irving Lay ton, prose fiction by 
Marg Hughes and .Nnne Marriot~. an article by Lay ton, "Pol
i tics & Poetry, tt which assessed the curren~ 'Poli tical and 
literary atmos'Phere in ~gland, an~ a book review section. 
The magazine continued the~lne blend of lpoetry, fiction, , 
and prose it had always presented. The new format already 
pointed to Northern Review', a magazine of general ouI turai 
interest. The thirt'een printed issues that follow ·takoe on 
the air of a'litera~ review; the magazine, in many W~ySf 
becomes lese militant and opens its pages to oontributors 
from outside the group. The ,w&r of a~sthetics that Pirst~ 

/, 
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Statement had undertaken is, to a degree, tone~ down, and 
it is now A.J.M. Smith's !h! ~ of Canadien poetry and 
the introduction to that book that come under tire. 

John SUtherland "s' edi torial in the fourth issue of thE!' 
second volume of' First statement entitled "Literary C:olon
ialism 1s SUtherland "s first f'ull-fledged cri ticism of 
smi th "g- introduction to ~,~ of Canadia,p poetry: and 
containe the gist of the pointe he would make in his own 
introduction'tooOther Canadians three years Iater: 

~.J.M. Smith, in the introduction to his 
Book Of Canadian poet~, makes a distinction 
'6ët'Ween a Unative li an a "cosmopolitan'" tra
dltion which he defines in these tenne: "The 
one group (the native) has attempted to des
cribe whatever ie essentlallY and distinctly 
Canadian and thus come to terms with an en
vlronm~nt that ls only now ceasing to be 
colonial. t'he 'other (t:tle cosmopoli tan) from 
the very beginning has made a heroie effort 
to transcend colonialfsm by entering lnto 
the universal, civilizing culture of ideas. 1f 

r don't know whether th1s distinction hag 
been made beiore, but it is a valuable one, 
and it throws a good deal of' light on 
Canadian poet,ry of the past and present. 
But are the eharacteri"stics of the two 
traditions correctly defined by Mr. Smith? 

Can Mr. Smith ignore the eoloni~lism tha~ 
stamps the work of Canadien poets~ partic

. ularly the wri ters o:f' the ccrsmop li tan 
group? ks his scholarly and well- alanced 

___ ~rrt.hOlogy mak.es -abundant-ly-e1ear, 0 -poetry 
movement has ever taken place in Ca ada 
that did not de~end, in the matter style, 
upon the example of a previous movem tin' 
some other country. In this res~ect, ~'se 
modern poets who continued the native radi
tion also waited for the go-ahead signa 
to come from England and ~erica. Those\ 
poets who coni;inued the cosmopoli tan trad,i
tion were approximately a decade' la te in. \ 
acclaiming the work of Spender and Auden, \, 
Barker and Thomas. Mr Smith, who apparently 
sees a special virtue in importing other 
people's ideas and literary forms, be
lieves that the future belongs to the 
~osmopolitan group, because they respond 
to every changb of fasion. Yet he argues 
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that thisgroup, the lateet leaders 
of which did not leave England until 
they were in their twenties, is making 
"a heroie effort to transe end eolon~al
iam." 

/i's he fails to undérstand that a poet 
preaching politics in the guise of Auden 
may be justas colonial as a member"of 
the e.~.A. praising Britain in the metres 
of Tennyson, sa he fails to see what -
Canadian poetry of the future might be. 
It will not be a poetry that is exclu
sively occupied with Canadian subjects, 
or is anxious ta express a patriotic 
pride ,. or even ta disc over a fonn and an 
id~om that are adaptable to Canada. Pri
marily, it will be a paetry that has 

.stopped being a parasite on other liter
atures and has had the courage ta decide 
its own problem~ in its own ~ay. Regard-

~'~ less, therefore, of the fact that the 
native tradition has so far failed to 
establish its independence, writer~ 
with the ,objective simplicity of Knister 
and Ross or the vitality of Pratt, Live
say and Marriott indicate much more hope 
for the future th an do the ~8iters of 
the cosmopolitan tradition. 

In three years time Sutherland would find an independent 
Canadian exp~ession in the writings of Lay ton, Souster, and 
Dudek, and he would propose this trio as the contem~orary 
outgrowth of the "native" tradi tian. Su"therland was basic
ally correct 'in his stance that the "nati ve'!_ tradition 
promised more 'for the future than the "cosmopoli tan"; un
fortunately i t was a position he w~ould Iater repudig,te, 

-unable to make the adjustment to the changes that were 
leading poetry out of the forties into a new era. But, i~ 
1943, he was beginning a c~mpaign for the native tradition 
that would lead ffmith, long out of the country and, in Many , \ 

ways,. out of touch wi th the new Canadian innovations, to 
significantly change his point of view. ,,,-

In that s~ issue (volume 2, no. 4) Sutherland also 
published the article liA Note On T~e Metaphor,n in which 
he ex~ined the work of Dylan Thomas an~ its validity ~or 
the Canadian poetic. Sutherland mairitained that Thomas, in 
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his work, had made the metaphor the poetic standard rather 
than a mere element of poetic technique, thus distorting 
the poetic process. The y~rbal gymnast~cs-of the English 

~ . 

school would not suffice. The editorf81 irr the fifth issue 
of the second voiume atated the editors' dedication to 
foster a fundamental realism in CanRdian writing. 

The ~pril 1944 issue (vol. 2, no. 6) preeented con
tinued criticism of Smith. A review of Smith's ~ Of The 
Phoenix by Dorothy Liveeay was high critical of that col
lection. She claimed' that Smith had chosen for himself a 
small corner of poetry and,that it wae in that sligh~ area 
that he chose to work. She cited the ~ffec~s this selection
had u'Pon his work: "lack of range, absence of rhetoric, an 
attitude of withdrawal. It means that the poetry ia dated 
as of the twenties and early thirties; that it'is cosmo
politan, without a grain of native, salt y flavour; and that 
i t- speaks to a coterie of Eliot and Yeata. devotees. ,,49 Her 
ultimate judgment was that "in the present mood of the 
world, such poetry will not give sustenance nor direction. n50 

This review of Smith's book i9 followed by a formaI review . -
of the Book 2! Oanadien ~oetrr br Suther18n~. Sutherland 
soundly disputes 3mi th t S conteJ1,tion that i t is the "cosmo
poli tan" tradition that will Bupply the future of Canadian 
poetry : 

/ , 

_ Dr. Smith, _in his haste .to prove that the 
future belongs to the cosmopolitan writers, 
t'ailS' to see the native tradit'ion in its 
proper perspective. He-fails to see pre
cise1y what the native pua1itiee consist 
of, and he does not taKe into account the 
cosmQpolitan elements in the modern writer 
of the native group. Not 'only 1e the dis
tinction, as he has made it, a vague onet 
but'it 1s hard~y possible to imagine a 
Canadian Literature of the future that 
lacks ei ther native quali ties or cosmo
politanism of outlook. The editor's thesis 
is not -eonvtncing because i t does not 
notice a blending of the two traditions 
already taking place in Pratt and in Live
say. and in a group of younger writers who 
have recently appeared in Canada. 51 
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'Dhe subseQuent issues of Pirst Statement carry work 

editGrials of considerable merit pnd 1nterest. The ~pril 

and May issues of ~944 (vol. 2, nos. 6 & 7) ~ontain,a two
part article written br SUtherland on Nietzsèhe. The May 

, . 
issue also contains an article by Lay ton, "Let'S' Win The 
Pesee, te which cal;ls for a poÜ. tical uni ty between the _ 

r if'~lies after the ,peace, has, be'en won. The edi torial in the" 
A:Ugust issue of-t-ftat~ear maintains the standa.rd of a~ 
over the poli tical contex't of the work,. That iSSUe also 
includes Dudek·s article "Aeademic Poetry" in which he takes 
note of the vast a~ount of poetry coming out of the uqr~er
aities. He sees thia as poetry that is removed from th~ , 

o 

realities of life and call~ for a revolution in thinking in 

order to liberate poetry t'rom the trammels of academic " 
Q r <:J 

culture. Issue nuDtber ten- ~f the aecond voluem ia noteworthy 
for two poems: Souster' a "Go To Sleep, World" and Lay ton 'B 

"The Swimmer"; the latter ia one of Lay ton • s finest lloems 
and his !Dost significantly succeasful poem to appear in· 

First statement. Wolume 2, number 11 earries an ad for 

, , 

Lay ton 's book Here &: Now, published by First Statement Prese, 
whi~ was then t'~i~g~ pro.vide E!. yiable publishin~ ou,.tlet ~ 
for the new poet~. This issue a1eo contains a highly fav
orable review of E.J. Pratt t B Co11ected Poems by Sutherland. 
He finds Pratt to be a truly individual poet. This ia the 

possi ble starting point of Sutherland' s dedïcation~ ,to and 
lov_~ _of __ Pratt~s-work-"which--"as~to occupy h~m in his lest
yeare. The next to last issue of First Statement (vol. 2, 

"' no. 12t begins to po~nt towflrds .the, merging of Pirst State-
ment and'~review. for the firet time sinee is~ue #7 (the 0 
~ } ..... 

pre-Layton-Dudek eral-, El' Patrick Anderson J,oemt' "Adam," 
app~ars in l'irst Statement. The' 'issue also carries an ad; 

for Iinderson,~S' ! ~ !2!: A'pril, th~' 'second book-from-'trl5t 
Statement 'P.rèàe. And the Most imp're~8ive piece in the final. 

- ,~\ ... 
issue wa&" ~.lf. Klein's "Portrait ,of the Pôe".t.as à Nobody," 
lat er reti tied~ "Port ra. 1 t of the Poet as La.nd~ca'P.,". one of 

/ '\"7'" "l...... -"t 
the fine st Canadisn poems lB"i tten in this cen'tUry. , , 

f· • 

,74 

i 

j 
1 
1 
i , . 
1 

.. 

1 , , 
1 , 

! 
1 
1 
1 
l 
1 
) 
1 

1 

-~ 



, { , 

, 
\. 

\ 

( \ . ) 

J l' 

\ ' 

,5 

~,-,_,~9 
crhe last issues- of Pirsx-stateme t and ,Previe ... "ere ~ to 

, . 
be fOllow~d 1tY the new magazine Northe ;!u~e'r' 1;U11ting the 
t"o former magazinés, in an uneasy marrii:l'ge. It was not ~.B 

0, rei~t!onShip that was ta last long. ~e ~t~:fe', a.i(d conf1ict 
that had axis'ted betw.een Preview and Pirat Statement did 
much for the young First Statement' p~e;ts. defining f'or them 
a direction contrasted t"o their own. Mueh \of the work :tJ:tat 
appeared in PreYiew might be dese'rlbed as" the last remnants 
of earl.y Canadien M'odemism'-I.al1 that "cosmopolitanism, If ,as 

" ,/ Smith had, labell~èf' 1 t. ~ighly'\ i.nfluènced' by n'iot and Yeats ' 
" • \ 1 

'in the 1920'8 and by the «Uden-Spender school. in the thir-
\ . 

-ç1es-. rt was a total1y English intluence. '!he young 1irst 
S'tatement poeta, on the othei'" har1d, aB" the Ame,-ican inf'lu-. ' .. ./ 

ence as a more positive direction. llhere was' a cert,ain con

tinental l1Iel,lsibility implied, as w~ll as the. commonality of 
the North Kmerican speech idiome Q.lear1y the American id101l1 
was closér to the Canadien than the British. i'he Kmerican 
sènsibi1ity was also more closely situated to the Canadien •. 

'1 

It was a worki%1g-class tradi tion, ~refined and unpolish~d, 
filled "ith a sense of the land, as opposed to the British , 
tradition which stil.l. cl~g to aristocracy and and the> 
pr1nciples of art as artifice. The Pirst.Ststement poets 
began, in effect, the second· wave of' Canadtan Modérn1sm. , ' , , 

Lay ton, Souster, and Dud~k would 'Point the wsy and -help to , 
lead Canadian poet~ 1nto t1\e 1950's and 1960 ',s;"'In .. the: 
process John Suther1~d, very much ~ forties man 1iKe A1an 

( . 

\ Crawley, woul..d be left behind; 1ihrough Oontact, crv/n, and 
Del t'a the Cerberus threesome would push Canadlan poetry into . , 

new rea~fiJ., ./te ,Neil Fisher describes -i t' in bis, short"llistory . 

of' the magazine =-. , ' .. 
. 

'!he major achie'Vement of"FIRS'r STATEMBNT 
l1ea. • .in the issue of .oderni~m. The 
group and the Dl8g&lzine ap:peared at an op
portune, time. A'number of tal.ented indiv
idual.s came together, and their bel.Ief in 

/themselves and in tlie._dtrection that mbdern 
<poetry ahoulà~e n8 strengthened. ~ 'their 
, ,JJen.. of group f •• ling. ~he magazin~ offerlld. 
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encouragement and stimulati 
publication and competiti t, 
the most vital poetry of ap-
peared in its. pages. è NY 
MAGAZINE with its, e,and di-
rectjon palis in c son. !he i~- ( 
tellectual ex~}"Cises',of PREVIEW séem to '" 
b~ the last limpid laps of the first 
wsve of modernisme CONTEMPORARY VERSE 
surges positively, especia1ly in,the 
esrly issue,s, but i t lacks the character ,
and variety of PIRST ·STATEMENT. 

It was the poets of FIRSt STATEMBNT 
who repreeent the second wave of modern
ism in Canadian poetry, a wave which na~ 
proven to be~of tidal conseQuences ••• 
The honesty of both poetic and critical 
experiences, -the anti-intel18ctual e18- , 
ment present, and the North A'lnerican biss 
have formed the basis for the ~velopment 

.of 'contempQrary poetry in Canad~;~2 

1he last of the l1ttle magazines ta, appear 1n the early 
40rties wa~ Direction"edited by ~ymond'Soustert Wi11i~ 

, , 

G01dberg, and' David Mu1len, -who '/fere all in the serviee at'-
, '. , 

. the time. The magazine lasted ,for 10 iSRues, from November 
1942 until 'ebruary 1946; it was produced by simple ~estet
nèr in various locations where its editors were statibned. 
Like Oontempora!l Ve~view, and 'irst Statement, 

, . ,-(1\ ' 
Direction was fUlly dedi~ted to the cause of Moderniem 1n 

. Canada. ~1s tact ,wa'&-11,Ü~:Y.. ~ef1~cted .. on the t;ont page of ' 
the tirst issue; t~~ m~~ne ,tooks. i ts 1mpetus and name 
from a Quotation tram HenrY Miller: ' 

... 

. . 
~iè May so~d confusing but actually it fs 

ve~ clear and'very simple. Evetything that 
~ liv.es, that h~' 'being, whether it be a star, 

a plant, Q.n llnimal or even a human being, 
"Eve~ God -.Almighty" has direc~ion., .,. • .~. ... 
Allong the roâd whiCh eac,h of us i s travell ing 
there is no turning back. It 1e fQrward or, 

i dead stop, wbichriB living deatb.,j 1 • 

The e~ tors were cléa~ly lOOlèin~ àbea'!,. to th,e; Rossib-ili t1.ee 
of ~riting rather than baCk at the 'dying traditions. Kleo' 
-c.Q,!l~,ained on, that front page' ;8 a r!productton et a +ettet 
wri tten to "AU" by William GoldbeTg. rttn' under the heading 
~ < J '~. • fi 
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"The ~inning, ...... which deBcribes how the magazine catne into 
existence. It gives a sense of the general barracks environ-' 

- 1 

ment but a1eo presents the editorial thrust of the magazine: , 

"liet us make a declaration pf o,ur fighting 
fai th." 
"'Let us aenounce the C'anadian A'uthor's ~fT
sociation, including Sir Charles G. D •. 
Tradition. God, they're dying on their 
feet.. • ..Ray says: "Thi,s has to "fle a blari. / 
~t doesn"t have to-be logical or sensi-
ble. • .We must attack, attack and attack. 
Uet us calI ~:p.e Mag, the Nttack or Sperm, 
anything that will shock the dull witted . 
Canadian imaginat.ion ou.t of i ts lethargy ... 54 

. . 
Once again the Uanadian &uthors' ~ssociation and a certai~ . . 
bourgeois antiquated gentili ty that J;he organi'zation al"ays-
8eemB to represent to new generations of writerB was coming , 
under fire. Hawever, although the editors' of Direction 
agreed in general with the trend of Moderniet little mag
azine~ in Canada, they were not entirely satisfied with t~e 
ach.'ievement of those magazines. On the sec'ond page of the> 
first issue of Direction Souster offered his judgment of 
their performance: 

Contemporan Verse of' Vancouver has pub- '.. 
lished much good, bût little fresh and vital 
poetry. Vrevie" of Montreal serves uet with' 
a rehBsh of spender, Auden and MacNeice 
brought up ta date with a Canadian setting, 
B.tld any future cla1m ta fame 1 t mal" make 
w~ll rest upon the fact that it tirst pub
li shed Patrick Anderson. .,~ .• Pirst S'tate
!!E!, also of Montreal, has been the mOB~ 
experimental, and perhaps for ~hat reaso~, 
the least succes~ul. But its experimenta
tion is heal ~hy and i t has les8 interest ,,
in names and more'o( lit~rature than its 
contemporaries. '5 

S'ouater"S assessments are not ,very far off the mark. 
por the most part Direction served ae a forum for the 
f),- , ' 

work done by 1ts editors and other servicement, with occa-
\ ' 

aional conit~butfons comi:!lg :f'r:om elsewhere. Poems by Irving 
:naY'~on, ,and ,~~iam Waddington appeared' in the second and 

"'\., 
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third issues, a\story by Patrick Waddington in issue #6. 'lhe 
outstanding outside contributor was Henry Miller; issue #7 

, ' , 

presented "The pa.ris of Henry Miller, Il excerpts trom Tropiq 

.2! Cancer, which had thus far been treated as bànned porno
graphy_ This was the fïrst appearance of this material br 

~anada_ 

'lhe magazine presented a- mixturè of pro!3e. and poetry; 

much of the prose was written by William Goldberg; Soueter 

also wrote a sign1ficant amount of prose, but chiefly sup
plied the magarlne with a goodly amount _of poetry. Much of 

the writing in the magazine is directly concerned with the 

war; there seem~ ta oe an endles~ string of stories about 
saldiera on furloughs 'and countles's poems about the dis-

é~ 

tanc e between ~overs ai the poet si tS' alone an~ ~elancholr 
in his bunk. Souster's poetry 1s written 1n the long loping , . . 
prose lines characteristic of his ~ork in the fortaes. 

Directio~, like the three other little magazines w~ 
hav~.--l, treated. had its own c'ontribution to make. This wag 
extrem,ely relevant to the state of Modernism in post-war 

Oanada. Direction, like Souster's latar magazines"eontact 
and Oombustion, pointed towards an Ame~1can connection 

that would b~come increasingly important to Cana~ian poetry. 
c 

The second issue containe. a piace by Souster, enti tled n/(, 

Debt," which 1s 'a tri but e to Henry Miller and Kenneth Patchen. 

Bath' writers are praised for their uncompromising courage 

and honesty in "ri ting' the truth abot1.~ our civiliz-ation. 
. ' . 
In the course of ten issues of Direction Canad1an 

literature WBS alBl examined and given a fair assessment~ . 
The dli.smissal of the "Sir Charles G. D. Trad! tiotl" waB car-

ir "",'. 

ried out in the eighth issue in an article bY John Suther-
• 1 

land, "Great 'l'hings & Terrible." SUtherland offered an e'x-

tensive ~ri ticism of ~harles G.D. Robert-s; i'llustrating hie 
shortcomings and attempting to ~hOW tha1i Robe~s' inclina-,. .. .. ... , .. 
'"tions t'owards grandeur were what "prevented him t'rom raising 
his wri ting up froDt the le~el of verse to that' of .po,etry.1I56 

Sutherland denouhced Roberts for baving tried to ufjle poetl'1 
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as a pedesta~ by which to elevate himself. On the,other 
hand, Souster, in the last issue (#10), wrote an apprecia- • 
tive assesament of the writing of Raymond Knister. ~he 
ad! tors of Direction were looking down on the _ "native'" 

1 

tradition of the ~onfederation poets and picking up on the 
\ 

later "native" strain represented by Knister and the real-
ists. 

Jt letter tram S'ouster to Wi'lliam Goldberg that waB' re
produced in Direction #6 illustrates the principles of thi~ 

. magaZ'ine. 'l'he lette'r has been prompted by Souster's returned 
manuscript '~rom,a well-known qanadi~ publishing hou~e to
gether with a letter, (well-intended of course), which re
vealed in its contents'what seeme to be.pretty well the ac
cepted slot into whi,çh all Canadian poetry must fall if i t 
is to he tolerated at all ... 57 Irr his letter Souster dis'Pute's 

\ ' . 
statements made in'the criticism of his work. He denounces 
discipline and re~traints, as wëll as the suppression of 
freedom, vitality, franknesg; and ideals in ~oetry. His \ 
closing paragraph represents the attitude of ,the entire , , 

forties generation toward the la~t vestiges of V,ictorianism 
-... ..t 

that were still cluttering the panadian literary seene a~ 
they saw i t: . 

No, poetry cannot ,.be heal thy or even 
possible as long 'as such'ideals are cher
ished and held up for future generations 
to follow. ~ey must he stamped out, if 
needl be, ruthlessly. It will be the 
pl:easure of a few of, us ~g fight this 
challenge and defee.t·, i t. , . 

.,j"J 

Direction, slong with Contemporary Verse, Preview,'" and 
First 5tate~ent" succeeded in decisi,vely defeating the rem
nants of the" Roberts tradition and creating a new poetic, , 
tradi tion that was contemporary to the times. 

, 1'he ~ppearance hr Northern."Review coincided with the 
~beginning of the new post-war peri~d. Theoret1cal~Y a merg
~ of Preview and lirs,t Statement, Northe,zon Review was 

, actualli an àbsà~tion âf Preview by the Pirst statementers 
, .. ' 

., 
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who, at t~ time, were in possession'of the' greater energy 
1 

and also happened to own,a printing press. Louis Dudek, who 
by thie time had moved to New York 'to contïnue 'hfe 'etudiee 
at Columbia Universi,ty, has assessed 'bhie "merger" ae fol-

, ).,ows: 

•. • • ae l understand i t, the merger came 
about becauee Preview was going down any
how. It could not have continued. It didn '·t 
have the people willing to take the reepon
sibility for production and editing and so 

( on, and &uther1and was therefore in a sense 
'absorbing the other magazine. The easiest 
way ~o do that sort of thing 1e for every
bOdy\to get together at first and sing a
bout the great union. But gradually you , 
find that there is only,one magazine and 
the other has vanishèd. Oertainly after 
two or three years" there waB no Preview 
and there was only Northern Review.59 

In the post-war period, the politics that had-tired 
the ~ocial realist movement began to cool down; it soon 

o , 

beca~e apparent that despite a11 hopes socialism was not 
coming to Canada.:· This severe1y underèut thè impetus .beh1nd 
Preview. Northern Review was meant to continue the torties 
movernent by providing it with a broader forum. The editorial , 

',bpard 1isted in. the first issue shows an attempt to ~ry to 
.. ".... . 

balance members of the Preview and First Statement groups 
as members of the etaff. John Sutherland 1e listed as rnan-

~ \ l 

aging editor, with an ~ditoria1 board composed of F.R. 
, " 

, Scott, A.M. Klein, Irving "Lay ton, Patrick Anderson, X.J.M. 
o , 

Smith, Audrey Kikman, R.G. Simpson, and Neufvi11e Shaw.: 
, , ...,., 

T~e magazine was a1so to hsv,e regiona1 aditors in the pe~-
sons of' P.K. Page, Dorothy Livesay, J~es Wreford, and 

'. \ 
Ralph Gustafson. In theory, the Preview-Jirst 'Statement. 

• 5 

differences were to be put in the past in dererence to the 
futu~e of~Canadian literature. Tbe,tiret iSBue's editorial 
does not proselYtiz~r a sharply defined BC~fOl ~f writing 
pr a politi~al commitment; inatead it posits the magazine 

. .. 
as a forum for the serious wri ter:· , . 
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Northern Review represents the amalgama
tion of two wartime literary maga~ines, , 
Preview and Firs\ Statement, but its edi
torial board has 'be,Em fortifi ed by wri'ters 
from distant points 'and its scope i8 n~~· 
tional; i t aims to print the best work 
being done in Canada.' Its purpose is to 
present ~anadà to itself and abroad as a 
country where political and econ~mic changes 
have not taken place without a rea1, though 
as yet not a auantitatively comparable, 
literary and ~rtistic adv~nce. 

We shall try to fulfill the classic func
~ion of the "little magazine"--to afford 
a means of exp~essiorr for the serious writer 
who, without a reputation and without the 
advantages of commercial publicity, is 
nevertheless determined to ~ake no-con
cessions to the slick, 'the theatrical, and 
the popular., Canadian magazines, CanRdian 
publishing houses, and even sorne govern- \ 
ment agencries, aided occasionally by the 
New York book supplements, are-manipulatin~ 
copious and superficial Canadian authors 
:i.nto the ranks of ~he "great tt

• The "un- .. 
known country" is in danger of becoming a 
lucrative province in the empire of the 
publisher's blurb and the Book of the Month 
C~ubs. We wish ~o provide a place where 
the young writer who has eomething true and 
unpleaeant to say can say it without fus~ 
or frill. We hope to maintain a critical 

\.. and artist,ic standard that in Canada ex-
'iste only in the quarteriies--and there 
only spasmo~ically. Valuable as the\~ni
versitie~ are in the field of history and 
scholars~ip they have only rarely shown 
thems~lves capable of sympathetie and in-

'" telligent understanding of the aims and 
accomplishments of'our younger poets and 

Gatory_writers. _ 
It is admitted that our standards cannot 

be perfectionist, but they must'be rigour
ously ~nforced; aIl work printea will be' 
examine4 to the ~est of our abflity not 
in the light of a dubious nationalism or' 
regionalism, not in obeisance to'"big 
Cànadian names" or so_-called national. 
traditions, but in respect ta ~hat gén-
,~ral coegmop o11tan culture to which we al1 

vadhere. é " . 
It èa~'be seen·in this edftorial that much of the~fire'of 
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both of the prior magazines has been lost. Northern Review 
~~. 

ia' not to be the militant production of a small group as 

Previ ew was or Fi rat sta t ement was iIT i t s mi ddl~ peri od; 
instead, this editorial points in the direction'of the ec
lectic periodical. rt is also strange to note that the 
material in the magazine will be jud~ed "in respect to that 
generel cosrnopolitan culture to which we aIl adhere." 
Su~herland's opposition to the principles 'of cosmopolitanism 
in ~avor of a literature of native auality ha~, for the 
time, been'dropped (in conversation, F.R. Scott has remin-

• 
isced that it is auite possible that the initial editorial , 
to Nor~hern Review May have been drafted by Patrick Ander-
~on, with changes \hen made by other Northern Review ed~ 
itors). This attitude is gi~en further credence in that is
sue in an arti~le by l.J .M. Smith, UNationJii";m and Canadian 

Poetry," i,n ~h'1ich Smith arguels that the u.n:iversal element 
in Canadian poetry providee for a more vital art than a 
poetry filled with nationalist concerne. He maintains that 
"the clai:ms of nationalism are Ieee important than th9se of 

universality and that ~ cosmopol~tan culture is more val
uable . ,t'han an isolated' one. ,,61 'Clearly,' at this time, the' 

cOs~opol~tan preV1ew-ites wére ma~ng ~he~ presence fe~t. 
The general quality that had prevaile~ in the later 

issues 6! ,First 'Statem'ent continued in the pages of North
em Review. Ka Dudek has maintained, Suiherland had alwaye, 
wanted a quali ty li terary review rather than a fighting
'magazine; this 1eft Northem Review with little of the-: 

dynamism "of Preview and the mimeO'g~~hed ..... Firet Statement:· 

Sut\erland in his editorialà in'~rst 

1 

Sta~ement wasJalways' aiming at a arger ' 
aUdience, at the time the responsible 
middle-~lase reader, and something of' 
the quarterly-review look and tone that 
Northem Ravie" CaJI)e ta acquire.. That 
type-of magazine 1s Tamarack Review; ~ 
later., i:t' B Encounter or the London 
Magazine, the 'big ones--i t 1 s: not BIaet. 
You eee, Northern Review wae no longer 
the type of' Mag that, to me, ie ~he/ 
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holy ground of modèrn poetry, where new 
battles are fought out on the aesthetic, 
intel1ectual front, progra~s that really 
mean a ohange in the shape~of literature. 6Z 

Northern Review was very much the literary CL,uarterly tY'Pe of 
magazine, st f~rBt .dedicated to the writ~en arrs, Iater 
daaling w~th various other aspects of Canadian culture. 
Rather than put forward a new program or l>ush into a militant 

83 

/ post-war period in poetry. Northem Revie ... became an essen
tial1y respectable and htlrmless ~ublication.,._The second and 
third issues featured articles on the writing of Rilke and 
Karl Shapiro by Patrick Anderson and A.M. Klein respectively. v 

. F.R. Sco,ttt s fine' poem ItLa~rentian Shield" appeared in the 
fourth issué along with an' evall1ation of P.K. Pagets poetry .1 

by John Sutherland. Issue #5 included four ppems by the 
! ' -' ' 

young James Reàney, a consideration of Kafka, and an article 
by Ralph Gustafson on the poetry of Archibald L~pman. Al
though much of this work is interesting, it' is not pointed 
in any definite direction; there ie no real center to these 

o 

issues of Northern Review. 
. In the sixth issue of the firet volume, dated August

September 1947, Sutherland published a rather vi t~ioiie re
viewof Ro'bert Finch's book, Poems, tha"\; had just won the 

1 

Gov.ernor-General's awaTd. For a moment the critical spir~t 
ot: .sutherland that had been evident in First Statement: 
flared;this event had ,immediate and explosive consequences, 
b:,reaking up the "merger" 'imd the joint edi torial board. The 

fol1oWin~ issue pres~nted a rather abbrev~ated o~ganization: 
Sutherland remained as managing editor and his associates' 
were now' listed as being Aud:r:ey Xilcmàn," R.G. Simpson, Irving 
Lay ton, Mary MilJer,.and John Harrison. Robert Finch had ' 
ties with members of the Preview group; he had a~peared with 
Scott, Sm.i th and Klein in the anthology ~ Provinces. f.: 

notic& at the back o~ the issue noted the resignation of 
Many members of the editorial boardr 

Certain changes'hàve taken plac~ in the 
editorial board of Northern Review, ef
fective from the last ~ssues. The fol1ow-
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éirig editors have resigned: Neufville Shaw, 
tr*ck Anderson, A.M. Klein, F.R. Scott 

an '.J .M. Smi th~ Two reg~,onal eç.i tors, 
P.K. 'Page and Ralph Gustafson, have also' 
resigned. 

The reaaon ~or these changes was a dif
ference of opinion about editorial policy, 
particularly concerning cri ticism and re
views. The immediate occasion for disagree
ment was a review of Robert Finch '.a poems 
~ John Sutherland, which appeared in the 
last issue. The editors who resigned main
tained that thia review, a.nd similar pieces 
of criticism, were too harah and unjust 
for publication, while the present editor
ial board held that criticism of this kind 
was badly needed in Canada. Our readers 
can form their own opinions in the matter. 

Blsewhere in this issuè we have printed 
a short letter from P.K. Page, at her re-

"Que st , stating that she waEf ignorant of 
the review,on Pinch. Perhaps we should 
mention that our regional editors never 
saw contributions t,o the magazine before 
they were printed and werè not entitled to 
vote on them. f • 

The present edi tors are John Sutherland, 
R.G. Simpson, Mary Margaret Miller, John 
Harrison, Irving Lay ton and Audrey Aikman. 
We intend· to carry on Northern Review in 
its present forme We hope that the con
centration of responsibility in the hands 
of a smaller editorial board will result 
in ~reater e~fic~@ncy and a ,more inter-
estl.ng maganne. j . _ 

, 
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Thli,S smaJ.ler edi.torial board May have resulted in "greater ,-;.\ 
ef ïciency" but i t certainly did not resul t i.n a more iri-

o 

teresting magazine. A,:'s the edi tonal "board beeerne increas-
\ ingly smaJ.ler, wi th participants dropping out- one by on~t 

more and more of the ~ontrol of the magazin~ came to lie in 
Ithe h~nds of Sut_he,r~~, who eventually ran the magazine en-

a,./ Jr'" 1 

tirely wi th the aid of--hfs wife Audrey Jtiltman. SUtherland "a ' 
_graduaI abandonment of the Mo~rnist position of the forties 
turn~d Northérn Review int9 a magazine that J.iterally worked 
counter to Modernism in Caneda~ By the time ,the }Dagezine 
'ceased,J>ublication in 1956 with Sutherland's death, Northern 
Rev1ew had moved totally outaidè of the mainstream of Canadian 

\\ 

\ 
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poetry. 
Within the pages of Northern Review SUtherland was to , 

wage a consistent min:[';:'war~ wi th whBt he fel t WRS the shod-
dinese of Canadian criticism. He held firmly to the belief 

- ' 

that a lit~rature cannot advanée unless_ its progress is facil-. 
i tated by a competent cri ticism. In his article "Cri tics on 

\ ( '\ ' the Defensive" October-November 1947) he stated his main 
complaints: l} that canalF~ critics continua~ly took a de
fensive stapce when writing about Canadian writing; 2) that 

~ ,~ -

C'anadian cri tics had a tenq.ep.cy to overly praise Canadian 
, wri ting for purely nationalistic reasons; and, 3) that 
banadian cri tics tended to emphasize elements of tradition 

_and tradi ti on al values- in their cri tiques. Sutherland main
tained that "These cri tics are on the defense because they 
cling to-a past world in order to deny the existence of the 
presen{ o"ne ... 64 He saw them as being "a- drag on th~ vital 
m~vements of olir poetry. ,,65 Among the cri tics he ci ted were 
E.K. Brown, W.E. Collin and A.J.M. Smith. 

, Wi th the Preview group removed trom Northern Review, 
the magazine'went through 'further chanp,es in' format and or
ganization. The JUlY-Au~st-1948 issue (vol. 2, no. 2) car-
ries work under the headings Poetry, Film, Painting, Drama, ;:----- -: 

'i- f-;;--_____________ and e Reviews. This issue ie also. the la st in which Irving Lay-~ .1, ________________ _ \. ~ 

, ton~~~ as a member'o~ the editorial board. Two of his 
, \ 

\ 
--~. 

~-

poems appear i~ thes-eptemhe~.:_O~tPber 1948, issue l(VOl. 2, 
no. 3); they are the laat of Layton~~-wor~ to app~ar~~n 
Northem Review. sutheriand .ils cl,early tu~in-g aray~m 
~he very membere of the group he had praised.1n 'irat Sta~e
!!!!ll and Other Canad1ana. ~e April-May, issue of 1949 (vol. 2, 
no.·5) features four poemssby Patrick Andersonl Most of the 

Q 

issue ia taken up by a critical artiçle 'written br Sutherland 
on Anderson's work in which Sutherland argues that Anderson'8 
influence.upon Canadian poetry has been significant,'in tha~ 
he_has not only 1nfluenced t~e'mèmbera of the Prev1ew group , , 

but poets such as Lay ton and Dudek ae welle Dudek's conten-
tion that .sUth~rland "was esse.n~ially a Preview-i té,,66 can 

) 
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. 
actually be seen to be quite plausible. Within the pages of 

, . 
Northern Review Sutherland pT~nted appreciati~ o~ both 
P.K. Page and Patrick Anderson. ~ \ 

The October-November issue of 1949'(vol. 3, no. 1) shows 
that Northern Review has forsaken the ground of t~e little 

- ' \ 

- magazine to become a- réview of cultural opinion; ~he maga-
zine is r1w enti:tled "Northern Review of Wri tin~l-and the 
Arts in Chnada ll

; the bottom of the front cover liste e~i~es t 
~ -~ ~-

'Poetry, film, radio, stage, music t -painting, and books as 
the contente with which the magazine-will concern itself. In ~ 
an editorial discuseing, the state of the Canadien arts at the 
time, Suth'erland put :t'orward the following proposition: 

The v4 tal approach to Canadian art liés r\
between\-:the extreme of "cosmopolitanism" 
and of sentimental nationalisme • • We need 
the kind of Canadianism, cosmopolitan in 
its breadth of outlook that Lame Pierce 
hae ex"Oreseed' for us in nA Canadien 'Peo1)le": 
'No nation can achieve its-true destiny" 
thet adopts without profound and courageous 
reasoning'and selection the thoughts and 
styles of anot.k'~. • .•. ' rt ie in this s'Pi ri t 
that our criticism should a~proaCh what ie 
its Most important problem: he relatiorr
ship of the arts in Canada to the English 
tradition ••• we believe that his ie the 
logical critical approach ta Canadian"art 

. in its present tentative state of devel
opment, and that, in fact, it represents 

86-

the best p~ctical way of understanding and ' 
employing our cdsmopolitan background. 57 / 

Sutherland's orien~~tion, by thia time. had gone through some 
significant shifts. Hàvi~ rejected.s;ith·S notion of 
Itcosmopoli tanism," he now picked up the term himself and 
here used i t favo~bly, in contrast to th.e program of search
ing out a "native" -tradi.ti\n that he had expressed in his 
introduction to Othe~ Canadians. What is aleQ appar-ent ie 
his concern with the relationship of Can~d1an art with the 

, > 

English t~dition, The contact with North American influences 
that had begun ~,o be made by ~dek and ·50uster in li'irst 
Statement and Direction 1e her_ put.àside in favor of explor-

, ing b the ti e~ between Cal'ladian and English art. Sutherl~d, 
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with time, would become increasingly entrenched in tradition 
and would gravitate moré and more"towards the achievements 
of specifie English writers.,Paradoxieally, he continued to 
speak at the same time of native Canadian work. Dr. Pierce's 
comment struek a note with Sutherland., It was printed on 
the back coyer of every issue of Northern Review that ap
peared after th~s. 

/ Convinced that the Boci~l realist movement of th& 
.'forties had been a failure, Sutherland began to look towards 
othêr writers than the ones he had in1tally supported to 
find an indigenous aana~ian poetry. The December-January 
1949-l950"--issue featurèd tw~ poems by E.J. 'Fratt and in
cluded Jarn'é,s Reaney, whose work continued to appea~ in 
Northern Review until th~ magazine's terminatio~. Sutherland 
appeared ta be quite impressèd by Reaney's work; in a rev1ew 
of Tne ~ Hear! Sutherland stat.ed that "rames ~eaney 16 the 
Most inte,resting poet to appear during the relatively ster
ile period, in Canadian poetry aince 194~."68 ~art from 

• 1 

Reaney, the work of Anne -Wilkinson began to appear fairly \ -
1 

frequent1y in Northern Review. K~y Smith,. whose work had 
begun to take a "religious turn as evidenced in her poem HA 
Footnot e Ta the Lo rd • s prayer, '1 wae -the on1y original First t 
statementer whose work appeared on à re~l~r basis. Dudek's c 

and Souste~'s work bega~ to ap~ear auite infreauentlY; after 
Contact and C1Vjn beg~ pub11c~tion their wor~ no l~~er 
came out in Northe:m Review'\(DIldek has pointed out that , 
they no longer sent any work to Sutherland bec~ùse the~ 
disapproved of the trends evidènt in Northe:m Review). ~e 
shift in Sutherland I-'s orientation can be seen qui te c1es.r,ly 
Qr-the publication li st of First' Statement ~ress. !be ~it1es 
printed in the ;forties had· peen, Layton"s Here and Now, .A:n-

~ ---
derson's ! !!E! !2! April, Waddington's Green World, Sous-
ter' s !h!!:! !! !!.! Young, othèr Canadians, and La,ton "s 
second book, Now ie ,Jthe Place ... The two :First Stat.e'lW'It."':+ books 
printed in ~h;-rif.t1;;-were K~Y Smith'â Pootnote ~ !!! 

, . 
»ord' s Prayer and Wilkinson' s Counterpoint !2 5~eep. 1.) 
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Sutherland seemed to be intent1y searehing ~or something 
to replace what he felt was the fai1ed movement-/ô"'f the for-, 
ties, and he found glimmerings of this in the "my~hY''' 

wr~ tings ff Reaney and Wilkinson, the rel~gious work of Kay 

smith, and in the eptc narrative of -E.J~ Pratt. 
--" 

The December-Janua~ issue of 1951 (vol. 4, no. 2) is 
one in which the movement of the forties and attitudes 
towar.ds ,it are openly confronted. Two articles, "Humber Ten .. ' 

Reportsl! by ~arold Harwood, edit.9r ot: Protocol, a Newfo.\lnd-
land magazine, and Sutherland' s "Th'e Past Decade in Canad1an 
Poetry" attempt to. evaluate the wri ting of the forties and 
wher~ it has led. I~ "as Horwood'B-content~on that, standing 
"now beyond the end of that frui tful decade we must confess 

, 1 

that Canadian 1'0etry 1s in a bad way. • ... 69 Elsèwhere in 
_ his article Horwood de~ivers his judgement of the acoomp-

1 

lishments o~ the :t'orties movement and the reason for ite 
decline:-

••• "ith their obvious Virtu~ their fau1is 
lay thick as dust. Not the least of their 1 
f~ul ts was the brevi ty "Of their artistic 
li.v8s. Ei ther they cou1d not endure cri tical~'_ 
neglect; or they were lullèd into Eilumber., b 
the cradle song of uncritical praise. 'Or 'Pe -
haps they "ere developing a style so narro" 
in its artist,ic impl.ications that its l.im1ts 
were soon exp"lored. ,Or ~gain, they may have 

1 been incapable' of development beyond -the 
stage of all cases, though one reâf30n would 

é, be common to a11.--the discouragemént which 
'must have assai l.ed Most sens1 ti ve persona-
'when the war was won and the peace ns 
destroyed st the same mad moment of bistory. ' 
Poli tica!. "disil.lusionment" is a powerful. 
force. Most Of the young wri tere "ere so-: ' 
cialiets of various colors. And they sensed" 
after their first passion for reforming' ' 
the world l1ed spent i 'tself , . that socia1ism, 

'was not' coming to Canada in the foreseeable , 
future. 'fhis tendenc;y to he ephemeral wB:s-

- only one t'aul t. Otners were intel.l.ectual.iam' 
at the ,expense of emotion, and Il habit of 
using' rather Clott~;os~~olism, at the ,ex'::' 
pe~se of the i~age. ' ,. , . , , ' 
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, . 
Horwood sees the pr~olitieal diaillusionment as 
the 'core of the dissipation of the forties JDovement. Pol.it
ica1 doctrines had ,~ed to the writing ,ot a narro" torni. of 
poetry and the fatlure of socia1.ism to become t1nnly rOoted 
in Canada led so(~' wri tera into a self-enforced silence'- This \ 

sense of failure of the fo~·ties movement 1s given f'ul~~r 
treatme~t in Sutherland' s essay~ "er~ he atte~pts to gi ve a 
credibl.e historical. account of the .otlëings of th'e movement. 
Sutherl.and notes tha.1;' the poli tical :tneme nad been 'announced 

in the 1930'8 i;" C.msda ~ t~e writiu,gS of such ~o~ts as 
Dorothy Livesay and l'.R. Sc'ott, but that' j.t had taken untif 
the forti~s fbr th1s political· voiee to be given it8 full. 
exp res s'i. on: > " 

l' 
1 

The large gr9up o,f ;poets who appeared th,en-
James Wreford, P.x, .. Page" Loul:sP J)Q.dek, Ray
mond Souster, Pa.'trick Anderson, Miriam Wad
,dington," Ronald, Hambl.e'toD ,atld several others
"ere all çoneerned. t'Q a greater or less' > 

,extent in individual cases, with th, problems 
which they believe4 "then arose tram class d1-
visions i~ sooi'ety. Ror wa8 the difterence 
between the"thiriiee and,the early,fortie. 
aimply, 'a quantitative' ol),e: there were alBo 
important difterences> in techn1Quflt ancJ in . , 

4the approach to thep~lit1cal~theme. !he 
most' c1ear-cut.politièal group of the thir
tiea-Btmey, Li vepy, and Ilarnot't--was 
ma.inly 1 Cionc emed wi th the land and wi th -tha
fate 0:' 8J1 agncul tural 01&88: th,e new poeta 
ot the torties--near1y a11 of the." residenta 
ot the Bast--saw the class issue in urban 
,aPd industriel ta:rms. '!he 'poli tiolJ.1. pOète-' 
of the: thirt1es were essentiall,. pragmatic, 
ilÏ th'e1r out100k. prtpared to adopt a, c'ause and to "dev,o.te .the1r ta1ents· direct1.y ,~o i ~s 
realization: the poets of the forti-es saw. 
~hè' contèmpora,%T w9rld ,~~ psychologioal as .
.well as .poli"tiea1 'terme, a,nd relied as much 
'on, Freud ,as Marx. !he ol.der' ,poete ,had tel:t " 
the iDlp~'bt, of the ~g11ah ,Maniét po-etry of ' 
the' thir~tes; gut were relat1vél-y 11~tle 
infl.uenced Dy thé technical _iperiments. 0", 

. Auden IQ1d Sp.en4er "or'~by' thos,e.,ot Dyl.an ~holll&s' 
'and George Barl(er--wh11e .nd~avouritl& to', ' 
preserve the bur"-en ~ of :th8,'~PQ;L:i,. tiea~ 'th.me. 

. 'rhés. JIlBiri di tferences , ,and others, 1;hat Q1ight 
be' 'en~e%1lte:d,' -.ke/i't, Q1ear ,tohat .. 'new,,~iJid 
ot Canadian poet" '.s be1tg ,wrt:tt~ iD,.1:~e ,. 
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.. 

,sutherland saw this as ~n exciting time in Canadian poetry, 
a time when poets of meri t were \ ~pringing up evèrywhere and 

'~------ \ - ... writing a poetry that reflecteà-much critical variety. The 
termination of the war, however, did much to kill off the , 
effulgence of the movement, 'and it was in the wake of th1S 
event that the entire atmosphere changed. 

1 

How suddenly it all changed! The First 
statement Press had ~O sooner published 
Other Canadians,· "An îtnt.h91ogyo of the New 
Poetry ~ Canada, 1940-19-46," which l . 
furnished wi th a bristlirrg, defiant int'ro
duc'blion, than the whole purpose and driving.. 
spiri t o'f the "new piovement" were in astate 
of decay. We had barely rushed to the side . 
of this challenger of tradition, holding 
up his'r~ght--or rather his left~-hand in 
the stance ~f victory, when the challenger 
,laid his head',uJ'0n the block aI1Jf2willingly 
'submitted to having i~ ~emoved. . 

". \ 
Sutherland insista that his publi~lii~g of Qther Canadians had 
nothing to do with the failure of the ;&yement, and while this 

.--------...... 

is, ~n a supérficial level, true, one 
if in the very process of formalizing 

can't hel~ut wonder 
------~ 

a litera~ movement 
there are not contained the seeds of that movement's dissolu
tion or obaolescence. Once a movement has been defined it ie 
limited to a set of precepte any writer in the process of 
growth is sure to outgrow. This Gan certainly be seen ta be 
true of the Imagists; th'e more important members oi' tli'e group 

• 
quickly moved on to la~ger poem structures that maintained an 
Imagist base. In his introduction to Other Qanadians, Suther
land may have too rigidly defined the 90èia1 realists as 

. . \ / 

Marxian, Freud;i.an, a,nd "anti-Ghristiari," and therei'ore the 
immediate development of each poet that followed diverted 

/ 

from this orientation. / 
The fàiling of political impetus 4ad,led th eeser 

talents to cease wri.ting. In Borne of :those w ,had continued,-
/ . 

Sutherland saw the birth of religious s: 
1 /' 

For the new poets have c e back, if not , 
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ahvays toI religion, at least to a soul-' 
searchi,pg which has strong religious im
~licati~ns, and to an attitude of mind 
more in ha.rmony with that of earlier Can- - 1 

adian poets. In their writing they no 
longer attribute the present state of the 
world to class oppression, but to a guilt 
which makes no claes distinctions and 
which involves every individual, including 
the poet. They speak now in a more personal 
way, exhibit a willingness to bear'their 
share of the universal guilt, and seem to 
~ply that the puri~anical fury with which 
they once attacked the "middle class" was 
really a blustering way of hiding their own 
feel~ng of guilt. They look back to the 
poetic traditions, strive for a grèater 
aimplicity, and try to sing rather than 
to bluster forth protesta. 7 3 

, 
sutherland saw in this poetry a~ affirmation of own re-
l!gi~~&: beliefs. He,finds a religious note ck~ln the 
work of James Wreford, Kay Smit~, Patr' 
~addington, and P.K. Page. Sfgnif' antly, 

Anderson, ,Miriam 
there i8 no men-

i 
tion of Souster, Dudek, or Yaiton in this ,context;, ,thesEJ' 
po~ts continu~~ to bu~ their way forward into the fi~ties 
rather than j'ollo ~ reaptionary pursui t of Many others- , 
who were fo wing Auden and Spender in turning from a world 

1 

of l'0l" . cal beliefs to a world of re1igious beliefs. T'he 
p/ that SutherlR.nd now came to was diametrically op'Posed' 

91 

ta the intention of the poetry of the'forties. I~ evaluating 
the state-of Canadian po~try at the beginnirig of 1951, Suther-

, 1 

land now presented the argument that 1t ie the true place 
" , 

of the poet to work wi t,hin the realms of ~ society, religion, 
and tradition, rather than radically oppose them: 

This, then, is ~ general p~-~;e- of how 
the movement of the forti~/ developed and 
of "i ts present condi t!on; What, you May 
aek, 1s the value ~f the recent ppetry, as 
compared with that produced in the early 
forties, and~what 1s its deve10pment likely 
to he? l ",fIl answer the second part of the 

'Question firet: I believe the present re
-ligious trend may become moreLmarked; if 
not, l believe there will be F reaction 
agains: 'it ••• Ae :fo~ the fitt part" of l' 
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the auestion, it seems obvious that 
the recent work'of the younger ~ 
inferior to their work in the ea~y forties, 
but that, neverthe1ess, the princ 'p1es ,be
hind this recent work are potentia11y better 
principles for poetry. rt is ~Y 
better for the poet to accept ~h~n o~ 
th_alues inherent in his society; it'~s 
be r fdr him to aim a~ simp1icity, ~hah~ 
to, perpetuate the obscurity which is grad-~ ! 

ually killing off the respect for poetry ~~ 
in'the minds of intelligent readers; and it ~ 
is b~tter for him to use and not oppose the ~'--
traditions of poetry--and,for the Canadian ~'~ 
poet not to completely îgnore his relation 
to th~ traditions of poetry i~ Canada. 74 

Like the other important editor of his day, Alan Crawléy, , 
Sutherland could not go beyond the forties s~nsi'bili ty. When 
he saw the change in direction that took ,place after the' 
war a~ong the forties poets he -took ït as a sign that the 
social rea1ist,movement had failed; he could pot see it as 
yet another stage in the~development of Can~dian Modernism. 

,. Because of this he denounced what he considered to be the 
remnante of the failed movement and'looked f~ a revival of 
religious tho~ght and tradi tional in~eniion i\t '~antadian 1 

poetry. It wàs this reactionary cath~licism tJât),r>Udek and 
Souster would respond to in putting forward Contact and Con-
tact Press. .~-

)By the spring of 1951 Dudek found himsel~~~osi tion"-
to some of the ideas that Sutherland was p~tting forward in 
Northern/Review, although hie correspondence with Souster 
(nudek was liv~ng in New York at the time) urg~ft restraint 
in putting out another magazine; he hoped to have a positive 

<t 

effect upon' ,Sutherland on his retum to Montreal in Septem-
ber to take up a teachfng post at McGill. In the February
Maroh issue of 1951 (vol. 4, no. 4) Sutherland had written 
an article in ~hich he pointed out what he felt wes the 
high degree of imitation of Edgar A~lan Poe in ~rchibald 
Lampman's 1ate poems. In the course of a lengthy letter in 
response Dudek r~marked that , 

• •• it 8eems ~o me that the present sort 
of criticism in Northern Review, if 1t 
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should succeed in its aim (that' is, the' 
aim ta place the Canadian writer-tho- ~ 
rOyghly on guard'against outside in- ~ 

___ ~uemqes, to- make him aware of his tlna_ 

... 

~ \ tive" quali ty -- in other wo:rds to re-
" strict both hrs ex~erimentation and 

his a~imilation of the modern tradi
tion), if this should succeed it would 
actuelly s~t Canadian poetry back. for 
the_next thirtY7

Qr fort y years to wh~re 
it was in 1925. , 

In paying strict at~ention to the Canadian poetic tradition 

and in taking an isd1ationist and reactionary stance on 
" l ' 

" , Ganadian poetry Sutherland was, in effect, trying to go back. 
~" ." Surprisingly, although holding to what is "n~tive" in Canad-

" ~n. wri ting, Northern Review begà.n ~o carry nmre and more 

, pôet~ by English writers' and artic~es about them. The De-

,( 

" cember::;ran.t!ary 1951-1952 issue was a special English issue; 

./ 

~~. 

the -poetry of 'Roy .Campbell appeared in the Kpril-May'issue 

of 1953' (vol. 6, n~~'l),~long with an article' ''ln Cam,Pbel'l 

\ " by Suthe'r'land in Wh~h he adopted the aesthetic overview 
of C. Day-Lewis with which to evaluate Campbell·s work. 

George Woodcock's "Recollections of George Orwell" appeared 

dn the August-September issue or that year (vol. 6;'no. 3); 
Sutherland' s article on "The Great Eouestrians" appeared in 

the following issue (Val. 6, no,. 4), along wi th an article 
, 

on Wilfred Owen by Dennis S.R. Welland and further poems by 
.. ~t-" l 

,Ca~pbell. The lster issues also reflect Su~herland's con-

/ 

versio~ ta Catholicism.' The Augus~-september,issue of ~953 
carried the article "An Excerpt from Poetry and Dogma" by / . ,.- ../ 

,Malcol~ Ross which Vias a consideration of the use of // 

Christian symbology in poe'try • .Issue #5 of volume 6 ~.D(-
/' 

cember-Je.puary 1953-1954) pûbliehed the article "~wards 

a C'hri stian 4'es,thetié" by Dorothy Sayers. The Spring 1955 

issue (v91. 7, no. 2), the first issue in/which N~rthern 

Review ,became a quarterly and was PUbli;~ed lro~ Toronto, 

c~rried 'the àrtièle "The Rel~gious Basis of Art~' by Wlad

imir Weidle as weIl as numerous poems dealing with Easter 

and Christian sylDbology. Much of the poetry, by this tirne", 

'\ 
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wae religious in tone' and' temperament. 
\ 

In terme of Canadian poetry, Sutherland be~ame a fer-
vent supporter of the work of E.J. Pratt.' The -Febnary-May 

1 issue of 1952 (vol. 5, nos. 3-4) i~ lArgely devoted ta 

\ 

Pratt' s work. The cover of the issue notes that "Thi~ issue 
is devoted almost entirely to E.J. Fratt. It is published 
in the.belief that Pratt's significance has been misinter
preted and that he deserves to be ranked as a major poet. ,,76 _ 
Pratt's' long narrative "The Great Feud" is included, along 
~ith a l:engthy critique by Sutherland, "E.J. Pratt: ~ Me:jo~ 
Contemporary Poet," in which he ci tes the themes of power 
artd compassion in the face of pow:r as th'e prtmary basis. of 
Pratt's work. Sutherland became thoroughly dedicated to 

, Pratt 's work. H~ sllent the last s&nmer of his iife assembling. 
the final issue of Northern Review'and putting the finishing 
touches on his critical study of Pratt.77 

Sutherland's utter repudia~1on of Modernism i8 ~xpressed 
in his article "The Ç-reat EQuestrians" in which, in no un
certain terms, he declares!what waB, for him, the end of' 
MOdernism: ' ( 

" There is not th~slightest doubt that 
modern literary development i8 now on itB 
de~th~bed. All that was fathered by Joyce 

,and Pound i8 obviously on the verge of 
complete extinction. As Edward .Dahlberg 
phrased it in a recent issue of Poetry 
Chicago, "By now James, Pound, Eliot, 
Joyoe are dowds, jades, and trulls of. 

ft. 
-·Parnassus, and we are weary of them. It ... 

May be thât they will be curios again in 
some other time, but now they do not pro
vide the spectacle of remoteness'so sig
nificant in literature." What is to follow 
this debacle of the'modems? There.are 

" . increasing signs th~t the younger gener
ation, weary a' of a rabid experi
mentalism . \urning back to~the Sch?ol 
of the G eat Eauestr1ane. The Equestr1ans 
have provided one of the few ·oases in the 
wast~land of our times. While the rest of 
the li terary world has been standing on ' 
its bead, they alone have been seated 
firmly in the saddle. They have 'been vir-, . ' 
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tua11y the one healthy vein in a diseased 
and corru~t body. ~s the twilight of the 
"modems!' deep~n~ ,into-- darknesB', we can 
anticipate th~mo ent when t~se a~ostles 
of EQuestrian~sm ill come ridi~g towards 
us over the sunny, dew-besprink~ed meadows 
of -the dawn. /1t w'll be à glbrious dawn-
perha.:ps one o'f th Most glorious in .. the 
whole of 1iterary history.7~ , 

\ These "eQuestrians" wi th who ,Sutherland would have liked 
to replace the m04erns were .K. Chesterton, D.H. Lawrence, . 
Roy Campbell and C.S. L wise 

Though Suther~end his back on Modernism it 
simply did not go away. ada, whRt we now consider the 
third sta~e of Canadian Mode ism was deve1o~ing in the 

- , ' \ 

pages of Contact and CI/n,,. e en whi1e SuthélTlRnd was going . ~ 

1:h~ough th~ motions of danc'in upon Modernism' s grave. Un-
li e Crawley, Sut~er1and did not recognize when his time as 

ignificant spokesman was ov rj ~able to understand what' 
d happened to the movement h had so militantly put forwerd 

i Other Canedians, disappoint d because the poets had not 
lfilled his prophecies,'he t rned against social reelism 

nd MOderniem, as a whole.· and-'t ied to encourage a new move
ent of Canadian writing roo~ed in religious belief and the 

English poetic tradition./Most f- what, Sutherland pub1ished 
in_the la~ rive yéars of N~rthern Revlew's existen~e was 
merely periphe'ral to the evolutisn of Jodern poetry in Canada. 
]f anything, it served as an objéct lesson for poets 1ike 

• 1 

Lay ton, Souster, and Dudek of what they', did no~want their 
" " 

maga~ineB and poems to be like. 
In addition ~o the primar.y publications that appeared 

,..' , , 

in the 1940's there were 'severa1 other iittle magazines that 
1 • 

began appearing after the war. Reading, ~edited by Allan Àn-
'''\ - , 

derson, Ronald Hambleton (edit' r of the!anthology Unit of 
1 --

Pive), and"Lister Sinclair, or ginated Qut of Toronto in ' 
\ , 

1946\, and Iran for several issu s. Reading placed its primary 
, " ' 

emphasis updn prose~ featurin short fiction, as wel1 as 
commentaries on film, drame, usic"radio, art, people, and 
books. Though resembling the magazine in format it 
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did not match it in in~ent. Ite opening ~ditorial took care-., , ~ 

fuI pains ta descri bé f the publisher'e and i'printer' s futile 
L 

attempte to find eggshell styl,e paper upon which to print 
the magazine, to give it a high auality appearance. ~lthou~h 
the magazine functioned as a general guide to culture it did 
print poems by Birney, Souster, Smith, Hambleton, Page, and 

, 1 

'Anne Wilkinson.~' /J, 
The periodical Her ~ ~ waB 81so' pased in To'oronto. 

Edited by Catherine Ha on, it ran for four issues from , 
December ~94-7 until Ju*e 1949. It bears the distinction of 
b~ing the mo~t .im'Pressively produced magazine. of the forties. 
with.expensive printing and layouts in sharp contrast to 
the humble efforts of the gestet~ered and mimeoed little . ' 

magazines of the time. Although,its appearance gives it the 
sheen of a literary review, .and although the contents of 
the magazine also tended in this direction,' its editor and 
opening editorial sought to place it in ,the milieu of the 
little ma.gazine: 

J 

At the. 'Present time there are, in Englancf 
and in the United 'States, a number of ,excellent 
Little Magazines which play a very considerable 
part in the culture of these countries. Ever ' 
sincè thè nineties of the last century, they 
have, with varying degrees of popularity, pre
sented the greatest writere and artists of the 

,time. T'hat C'anade. has, played a ,relatively small 
part in thie movement ie the result lese of its 
being a "young country" than of a preconceived 

c • notion that Canada doee not possess enough 
avant-garde writers and artists to warrant such 
pUblications. Wi~h the exception ,of Canadien 
poetry Ma azine and Contemporap- Verse, t.,o 

.{, poetry Mag ines of a vèry hig order, which 
~ have for ma ye'rs been attempting to dis-

prove this, here 18 no publication whose , 
primary aim t is < to provide an outlet for the t. 
wide varie of Canadian art that does exist. 79 

1 

Ft i8 no' mis~k the edi torial cites C'anadian poetrr 
Magazine and Contemporary Veree as models of little ~ag
azines "of a very h1g,h order": !!!!:!. !!!2. No" followed in' the 
tradition of eclecticism tha~ these Magazines displayed. 
tl!!:! .And NO!f published a ride assortment of po.etry and prose, 
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a~ well as articles on c'an'ad~an art and photography. Ks also 

n6t~d in ~he magazina's firet editorial, it opened its 
pages to occasional work from outside Oan~da, believing that 
Canadian 
"'literary 

wri ting CÙjU~d "not exist apart from the underlying 
currents .. 80 pf the, ~ay,. The Bensi bi li ty of the 

. ' 1,\.. , 

magazine was a modern o~e, arid this was"reflected in the 
magazine' s diverse conten~s. II~e first issue included liA. 
Greetinglt by E.J. Pratt, an article by Northrop Frye t "The 
Etpal Tramp, ft on Charlie Chaplin, prose fict.ion by James 
Rean~y and P.K. Page, an extended article b, H. Reid Mac
Callum, 'Ill'he Waste Land After Twenty-Five Y'ears" which at-

- ~ n 
ternpted to explore the levels of meaning in Eliot's diffi-
cult poern, sections of-a~ and photography, and poems by 

~ 

P.K. Page, Patrick Anderson, Colleen Thibaudeau. Earle Bir-
ney, Roy Daniells, James Reaney, Ralph Gustafson, and W.W.E • ..,.. . 
R~ss. The magazine represented no particular scnool of pOetry 

" 
but Sirved, as did, Contemporarr Verse,' as a forum for good 
wri ting. . 

. \ ~ 

Here And Now placed heavy emphasis upon prose writing. --- " 
, 1 

Its,editorial in the second issue aesessed the popularfzation 
of fiction writing, considering the ways that writers and , 
readers are cheated by literature's Tin Pan A~ley. Samplee 
of non-comm.ercial p,rose fiction by Ethel Wilson and James
Reaney were featured in that issue. ~ critical concern for 
poetry was continued in Reid MacCallum's article "Ooa1 and 
Diamonds" which considered the patterns of sound and sense ) 

f7 ' 

in poetry. Northrop Frye continùed writing on a variety of 
subjects by offering an' appreciation of painter'David Milne. 

r 

Poetry by Page, Guetafson, Reaney, Souster, A.~.M. Smith and 
r - ,1 

Stephen Spender was also presented. ',' 
The third issue continued to cover a ,:variety of areas 

and interests. 'It included prose fiction by Roy Danielle ~nd 
Ralph Gustafson~.Jean Qocteaù in'transl~tion, an extensive 
article- by reM. Klein on the complex structure of the "Oxen 
of the Sun"'chapter in,Joyc,e's Ulysses, and p~ems by R.A.D. 
Pord, Margaret,Avison, ~olleen Th1baudeau, Ral~~ Gustafeon, -
Robert Finch, Robert Cho~uette, Lou;s Dudek, A.,M. Klein, 

, . 
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Roy Da~ie~ls, and Anne Wilkinson. 

" , . 
, . 

In many respects the last~ issue °wa~ the most ambitious. 
, 

l't was a special issue in which most of the pap:es were devoted . ' . , 

_ ta criticism. The issuets editorial,was, in itself, critical 

of the conditions 'under which Canada's literature was being , 
wri tten. lt pointed d:ut the g'eogra:phical' difficul tiee' of 

finding an a~dience, the dlf:flC~lty--of ~.~t~ing PUblirhed, the 
threatening proximi ty of American mass cu~ ture, and t' took , 

\ 

a s,!,ipe ,at the rise of creative wri ting courses, arguing that 

. they did not teach creative wr-i ting beeause they failed ta 

teach creative reàding~-, The critical concerne of the articles 

thernselves were varied. W.,E. Collin' s "rfbe Li t~rAry :Renas

cence of 1934 in French Canada" discussed the founding of 
, / 

the French periodical !!!: Relève and went on, ta. a consider

ation of' the work of· Francois Hertel, Saint Denys-Garneau, ... 

and Robert Charbon~eau. A:M. Klein wrote a general cri tio'ue 

of cri ticism and cri ticism conferencee. ,Robert Weaver pre

sented liA Sociological li'pproE1ch To Canadian Fiction." Harry 

Roskolenkô t s' "Post-War Poetry In Ca.nada" wae a cri ticism of 

most of the significant books of 'verse publiehed in the 

post-wB;r period up witil June of 1949. Aside from other 

" ,cri tical articles, the issue waB rounded out by a secti10n of 

C'octeau's Le Grand Ecart in translation, and poems by Dudek, 
" -

Page, L.A. MacKay, ~alcolm Ross, Anne eWilkinson,"Earle Bir-

ney, E.J. Pratt and Alfred G. Bailey. y 

Here A'nd Now attempted to reflect the li terary climat"e ---
of the times and, to a degree, accomplished that purpose. 

In form~t and orientation, however, it strayéd from the basic 

premis~' of the li ttle magazine and, in actuali ty, fore-, 
, / , 

ehadowed a pe:riodical like Tamarack ReView rather than con

tinuing the' t.ru.e li ttle magazine tradition cEirved out by 
, ~ 

"m~gazines like Preview, First sta~ement, and Direction •. 

There were other relatively ep~emeral publications that 

etarted u~ in the ~ost-war periode In Montreal, ~, "~ 
Nagaz/ine For Young Wri tere," sppeared in February of 1946. 

In spirit i t wae a eieter publicatiop to th'e' early Firet 

j-

98 

1 

1 

1 

1 
1 
i 

1 
l 

1 
,} 
' .. 
~ 
1 
1 
1 

\ 
l 
1 
l 
l 
r , 

! 
1 



... 
( 

• 

\ 

\ 1 \ 

statement; ironically Phyllis Aikman, Audrey ~ikman'~ younger 
si:ster, waB on the edi torisl board. The magazine was eclectic 

in s~iri~'and printed work of ~riters,within and around McGill 

,University. Index, nA Guide to Good Reading," was edlted:by . , 

R.G. Simpson, and first appeared in Marc~of 1946. In con-
) J 

trast to the coterie magazine, Inde:x was meant as "a pub-
lication for, the re~der: • ~\not for -the wri ter or publisher. ,,81 

, ' , 

It was the hope of the magazine to' "do 0 something to encourage 

a greater volume of more pleasurable and more constructive' 
reading. ,,82 These' publications, as well _ as ~, which orig-

... -
'inated out of Vancouver, Impression f~om out of the mid-west,_ 

and Protocol from Newfoundland, h;e.d li ttle to do wi th the 

majer poetic struggles and innov~tions of the time. Rather, 
" 

they fleshed out the literary and cultural atmosphere of the 

forties. Piddlehead, surprisingly, originated st the Uni-
, ' 

versity of New Brunswick in 1945 and has continued to this . ~ 

day. It ie only in its lateryeare and ,by vLrtue of-its lon-
gevi ty that i t has become something of- a prestigi O,US ma~azine. 

'Por twenty-five, years it has maintained an eclectic, fairly. 
\ 

non-partisan position. 
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CHAPTER POUR 

\ SOCIAL REALISM'S SECOND PHASE 
,'J 

, 
The McGill movement and thè poetic activity of the 

thirties had p~ovided the first tentative ste~ in estab
lishing Mo~er.nism in Canadian poetry. In the 1940's the 

\ spiri t~f Modern~sm prevai\~g. and became the ma~stream of 
/poetié sensibility. When the movement faltere~ ~n the l~te 
1940"9 a certain amount of reaction resulted, best exemp1i-

, 1 

fied by the attitudes expressed by John Sutherlând in, / 
Northern Rèview from 1949-1956. As a leftist movement, the 
poetry of the forties fai1ed to sustain itse;:Lf. Many jf the, 
poeta Sutherland inclu~ed in Other Canadians- stopped ri ting 
or ceased to produc1e valid work." Patrick Anderson s10 ly 
slipped out o,f}the limeiight, l-inally leaving the co~try in 
the early 1950's. Poeta such as Denis Gib1in, Guy Glo~er, 
Mark E<i;mund Gordo~, Ronald Hambleton; David Mullen, B~ce ~ 
Ruddick, Neufville Shaw, and Sutherland himself (as a;.p'oet,), 

" 

\ 
1'04 

~ickly slipped into obscurity. Kay Smith and P.K~ Page nev:e'r" 
rea11y went beyond the 1940's sensibi1ity. The fact remains 
that a hand:t:ul of those inc1uded in Other Canadians were to 
make an important impact upon Canadian poetry and push it 
on to a new stage of MOd,ernist development in the 1950' s. 
Louis Dudek, Raymond Souster; and Irving tayton, because of 
their continuing deVe1opment.as po~t8 and their invo1vement 

. in t'he organizing and running, of Contact Press, were to pro
vide the most solid foundatiQn upon which the work of'the 
'fifties, and consequently the sixties, were 'ta be buil t. 
Margaret AVison,.James Reaney, and Miriam Waddington, aIl 
i~cluded in Other Canadians, would also contribute ta the 
new PQetic environment of the 1950's and ~960'B. 

, • 1 

The renewed' activities of Lay ton, Souster, and Dudek in 
the early fifties provided an \mpetus fallowing ~he, en~ropy / 
that had set in during the late 1940's. A~l three were poets 
who were now coming into their prime years in their writing 
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and also, in ~heir attempts to define a new'aesthetic.· 
Souster had fallen into disfavor ri th Alan Crawl,ey and' ~ 
tempora!I Verse in the last few years of that publication's 
existence (Crawley had always had mixed feelings about 
Souster's work). Latton had never been much favored by 
Orawley and he quarre]ed with

l 
Sutherland in the late forties. 

Dudek was the one who maintained the best relations with 
both of the forties editors but he too would grow tired of 
'their direction, 'or lack of it. The kind of nationalism that 

b 
SUtherland was fermenting in Northern Review ran counter to 
what these three poets wanted to see happening. rt was . 
Souster who was to provide the i~itial spark for a new push; 
in a letter to Dudek in 1951 he expressed his dissatisfaction 
with the c~rrent ~tate of things: 

F think you are probably as fed up with 
C'ont emporap: Verse and Northern Review as 
l am, and know there are plenty of others 
who feel the seme way. l give them credit 
for publi~hing cqmpetent publications in 
the face of eve'ry obstacle and l support 
them but if we are going to move on some
thing will have to take place. We need an 
outlet for experiment, and a fra~er dis
cussion of the directions poetry is to 
take, not articleso on lampman (sic) and 
the ~opies. What we need i6 in short a 
poetry Mag with dariOf and a little less 
precious an attitude. 

Dudek; at this time, was still living iri New York, but was 
returning to Montreal in September. In his reply to Souster . - : 

(Ju1y 17,1951)' he agreed with Souster about what was needed, 
but urged delay i~ putting out a new magazine. He felt tha~ 
with his retum to Montre~l he would be able.to exert an 

k ..--j:;. 

influence upon-Sutherland and1get him back on the right 
track. Having mu11ed over this though~ for several months, 
Souster decided against Dudek"s suggestion and, in October 

. .;.. .of 1951, announced ~his' intention to produce a new littl'è"·'" 
magazine: 

• • .we plan to bring out the tiret issue 
of a new mimeographed magazine' of verse to 
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'be called Oontact in F\~bruary. ~e want 
to feature translationè, ex~erimental 
writing from Oanada and\the U.S.A., tlie 
odd poetry review, the emphasis on vigour 
and excitement~ MAKE IT NEW i8 our unof-
'ficial slogan. 

\ 

Dudek was ~ow. quick to support Souster' s id~a for an exper-' 
imental 'mimeographed magazine. At first Anne Wilkinson anQ 
George Nas~r were slated t,o ~e in,volved with the magazine's 
produc~ion but they both dropped Out of the project. Because 
of this Dudek became influential as Souster's main source 

.. of moral support. ~ 

Dudek b~came a main li~ in'the development ~f Contact. 
Dudek had lived in New York for seven years, during which 
time he had become familiar wi th som.e American wri ters and 
had es~ab1ished a correspondence with Ezra Pound. As Gnar
owski l;lotes: 

lt wes this set of Dudek's cônnections with 
~erican writers and poets, ta say nothing 
of his 'pre-occupA.tion wi th Ezra Pound which ""'.' 
urgea. 'liontact along the road of li terary in- i":'"", 

ternationalism --, both No·rth. American and 
European. The pressure of this influence 
coincided neatly with Raymond Souster's own 
desire for a magazine.with a policy of wider 
o;rientation, and p1aced Contact in diametri
cal opposition to the specialiy defined arid 
circumscribed nationelis~ of John Sutherland 
and North~rn Review. J . 

Sous~r had already demonstrated an i~terest in American 
writing when he was one of the editors of Direction, showing 
an admiration for the writings of·Henry ~iller and Kenneth 
Patchen. During the summer ~f 1951 Souster and his wife had 
br1efly visited Montreal for a holiday and had met with 

< l ' 

Dudek. One incident that occurred was to have a major. in-
fluence on Souster's poetic development. As he relates it: 

1'11 always remember the day at the farm o~ 
the'Little Jesus River, with Louis Dudek ~ 
throwing the first two issues of Oid Corman~s 
Origin down on the picnic table and saying 
"this ie typical of what the nùts in New York 
are doing these daye". -I rememb~r casuaJ.J.y 
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" f1ipping through both copies and then 
gi ving them back to him -- l wae not yet 
ready for Charles Ols<>n and Robert Qreeley. 
But tlie next year something led me back to 
those two issues, and then Louis came to ' 
Toronto in May and 1eft me as a gift The 
Co11ected Later Poems of" William Carlos 
Williams. From that time on m'Y world of' 
poetry assumed largely its present shape. 4 

Souster, with time, was to establish literary relationships 
with the- Origin group, and also 'With \'I.C. 'Williams. Most 
notably,. Connan t Creeley and OIson were to have a signifi
cant impact upqn C'ontact 

The f'irst issue of ,Contaot appearedr}.n January of 19-52. 

It.contained poems by n~yton, Dudek, A.q. Bailey and Kenneth 

Patchen among others. Souster wrote a short rev:iew of Lay-
• ,JO J 

ton's !h! 'B~ack Huntsman, which had been privately printed, 

107 

and he r~printed the ti tle poem. The other piece of signifi- . 
cant prose was the opening ed"i torial/article, uchl Sont tes \ 

Jeunes?~~1 writt~n by Dudek. The opening paragraph of this 
artiçle s'ounded the calI for a new beginning in Canadian 

x 

poetry~ 

Poetry i~ Canada needs a new start. To ~e yo~g, the field is wide open. 'Our younge~: 
poets are getting grey about the temple~. 
~e\work of the forties i6 by now old and 
yel1ow: it was a good beginning, but not yet 
the real thing. There 1s now a ready audience 
f.or any yqung writ er wi th something fresh 
and bouncing to say, someone with a.new tech
nique, a vision, or a gift for making art 
out of matters of fact. But where are·th~ 
young? Where 1s the "new'" gene;rat1on? 5 

rn effect, thet'e was a nerl gen~rati:on that would emerge out 

'of' the mid~le 1~5o;;, a 4iversified group incl~ding, .amcmg 

others, teonard COhèn, ~vf Boxer, Xlden Nowlan, D.G. Jones, 
Phyllis Webb, Gael Turnbull, Eli Mandel, Henry Moscovitch 
and Daryl Hine; yet one gets the feeling that the glneration 

Dudek wae looking for was not this group; rather \t was 
the Wew Wave Canada'explosion of the 1960'8 that woul~ulfil 

these expeotations, and th en Souster was the editor will~g 

.... -'--_.~.'"----:\----''''''''' -
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and eagerJto define the New Wave. Within the pages of ~ 
tact we do not Bee the emergence of a new generation; rather - , 

we see t.he forwerrd movement of severa1- poets who had begun " 
, " 

in the forties, who had received their pre~iminary training 
in that era, 0 and who '.now were. rer;tdy to move 'Mead. It was 
tayton, Souster, and Dudek as much as anyone,'who them
selves sought to fulfil what nudek defined as the needs of 
Canadian poetry: "Canada needs poets who will have learned 
from the experimental and realistic writing of the last ten 
years and who will go on from there.,,6 In the course of 

\ his article Dudek ci te,s what sorne of the elemeIlts of this 
farward moving poetry should be: raw imaginat~on"an ability 
to write social realism, a knowledge of the craft~f free . . 
verse, a concern with the concrete rather than the abstract, 

t - ' 
and a poetry that is.alive with energy and thought. In his·' 
succinct summation Dudek avers: "Poetry todaY .. _a.l.ms at making 
the major integration of life.,,7 

In the cou~se of their correspondence, Dudek had sug
gested ta Souster that he contact Cid Corman,' the.editor 
1; '1 

of Origine So~ster sent Corman a copy of the ~~rst issue o~ 
CÔh~act; he also included a le~terreqûesting thatCorman 

\ . ' 

put him in touch,with young writers who Corman'thought wer~. 

108 

\ 

promising. Corman, .in his reply, indicated his dissatisfàction 
with the material in Contact buf approved of the energy be
hind the magazine and promised to relay sorne of the writers 
i:Œ the Origin' group to Souster. Resp'onding to the second 
issue of Contact, Corman was again cri~ical of the Canadian 
c.ontent, fi1:1ding i t somewhat amateurish. It .was at thiS" 
point that Coman stepped, ,in to ,really influence the di
rection of Contact and to pl;ovide i t wi th much of i ts "in
ternational" flavor. Gnarowskihas asi!essed the position ' 
that Soueter found himself in with Contact after-two issues 
as follows: 

!he -alternatives were·obviou~. If Canada 
was not producing the ,kind' of work .that 
was needed, then Contact co~ld either 
settle for second best, or go to the United 
States and Europe for more impressive 

~ 
/ , 
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material. ~nd here, Corman ~e&lly came in~o 
his own. Not only did he impress"t-~e im
portance of Charles OIson and Robert Creeley 
on Souster, but his own far-ranging interests 
"internationalized" Contact to an'extent ,to 
which no other Canadian 11ttle magazine 
had ever asplred. Corman supplled trans-
lations of the work of Gottfried Benn,· 
George Fores:tier, Octavio PaZ', Rene de 
Obaldia and Guillaume ~pollinaire. More trans
lated material, would be forthcoming froJJt 
other sources, so much that by the time Con
tact ceased publication, the magazine haa---
~. , 
featured selections from Jacques Prevert, 
George Seferis, Jean Cocteau and Anna Akma
tova, providing in the case of tbe latter 
~ne of the ra~e occasions when heS work {pund 
i ts way it:lto Englis~ translation. 

iàe third issue of Contact was the ~irst to print a 
~ 

significant number of.poems by members of the Origin group • 
. 

William Bronk, Vincent ,?errini,- Charles Olson and Samuel 

/ 

French rnorse appea;.ed i~ th,e ,company of Irving Lay ton, Avi 
Boxer ~d Phyllis Webb. The editor Souster, although hé never 
contributed poe~ry to Contact, did write the occasionsl com
ment or article and, in this third issu~, wrQte "! Note on 

d \ 

Origin" in -which he a:ttelIl;pted to familiarize the readers of 
• 1, J 

Contact with Corman and his group. Summarizing the work 
/coming out ~ Origin, Souster no1;ed: 

\ -

Olson ls the'key figure in this re-sourcing 

/ 
1 

/ 
/ \. 

/ 

of creative effort. His distinction lies in ---
his having assimllated the richest"part of 
Pound '"s and Cumm1ngs' achievement and then 

c' adding his personal intelligence, a most 
\ penetrating and widesp~ead 1ntelligen~e. to 

a driving passionate voiee. He has recognized 
that poetry derives from the spe'ech we use; 
that that ie its norm and no other. Poetry 
becomes ,the voices' Most articulate strat-
egy.9. 1: 

ffouster goes on to calI Ols'on's "Projective Verse" essay 
a ttbrilliant article" and quotes from i t several paragraphs 
déaling with speech and language. Compa.ring Olson"s vèrse 
with sous~er's, it is difficult to see the bearing of the 
one upon the other, or where the relation, if any:, reside"s,; 

\ 
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. we note, however, that the great liberating princip1e im

plici t in Olson' s "Projecti va Veree" is ~he notion that" 
poetry derives from human speech in i ts common forme This' 

approach to poetry ia apparent in Souster' s easy colloquiol 
style. One might even argue that S'Ouster, in his poetry, ia 
more true to the language as it ia apoken than OIson in 
some of hià more syntactica1ly complex moments. 

While Corman was judging Contact by an interna:tional v 

standard and finding it wanting., Dudek-was looking at Con--tact in light. of what i t provided for Canadi'an poetry; thus 

he did not Bee the Canadian content as second-rate; ~~her 

'he saw it, as being miles .beyond what was being prinr'd in 

Sutherland's Northern.Review. Above all, the purpose of 
Contact and Contact Pres a was to revi talize' the flagging 

Canadian poetry scene. ~ereas Sutherland sought ta place 
the sickly Canadian poetry in a secluded oxygen tent, Souster 

decided that what it needed above aIl else was a transfusion. 
Despite Cormanta criticism of Canadian writing, Soustar 

continued.to publish Canad~ans amongst his international 

110 

contributors. Issue #4 represents a blend' of international 1, 

~ 

\ 

content with Canadian, containing work by George Seferis 

and Rainer M. Gerhardt alorrg wi th poems by Eli Mandel, Mal-, 

colm Miller, Louis Dud~k and Irving Layton. Sections of ' 

Layton"a and Dudek"s prefaces tram Cerberus are reproduced. 

. Layton .attacks the gentility that has over11ake~ Canadian 

poetry; as an alternative he proposes Whitman's "barbarie 
yawp." In the aeciion quoted trom I?udek's prefa~e, he makes 
the point that <~'Language is the great- saving tiret poem, 

al ways being written; aH. others are made of it."lO Lay-
"" . 

, tonts attack upon ttgentility," "propriety," and "respeeta-

bili ty" is seconded by Charles Olson in his short poem 
"These Days," in volume 2, D:0. 1 • .A:part,from jt8 value as 

a stateme.nt of OIson "a poetic intention, i t represents a.ri' 

approach to poetry that was begun in Oanada .wi th the First 
statement group and'ha~ beeome the abiding trend sinee the 

early sixties: 
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\ whateve~ tou have to say 
leave the ·roots on, let them 
dangle 

A'nd the dirt 

( 
just to make'clear 1 
where they came frooml 

What Dudek and Souster shered with the members of the Origin 
group was their primary poetic sources, the joint ~asterg 
of the Canadian and Black Mountain group--Ezra Po~d and 
William Carlos Williams •. The directives of the-se two p.oets, 

, "Malte i t new" and "No ideas but in things," were the guidil'lg 
-principles that these young Canadian and American poet~ 

shared. Pound had made a terrifie impact upon Dudek and OI
son; 7et~ in Many ways, their writing was worlds apart. Far 
from forming a united front or s~per-school of North Kmer~ 
ican poetry,lthe Cerberus group and the Origin group merely 
appeared side by side in Contact; they never gecame, in any , 
sense, a collective unit. Kt one point,~ seeking a grèater 
internationa~ism, Corman suggested (in September of 1952) 
the merging o~ Origin, Contact, and an English little1nag-

\ 

azine," Windowj' this move was resisted b~ Dudek and Souster: 
"Dudek had practical objections' as well, but wo'rry about 
~he work and influence of Contact being,diverted'from the 
Canadian scene w.as of prime importance. ,,12 Souster refused 

to become part o~ an internatio~l cooperative; at the same 
time, he resisted Dudek-s suggestion that h, and Lay ton take 
a greater part in the running of Contact. what must be recog~ 
nized is that~ despite the influence of Corman, of Dudek, of 
Layton, and desptte suggestions t'rom Robert Creeley, Contact 

'was very much'Raymond'Souster's magazine. ~lthough he ac-
, " 

cepted advice~ the final editorial decisions were always 
his own. 

1 

What Souster was striving for was'a magazine that would 
break through national and provincial boundarieg. For to~ 
long Canadian wri ting had been shut in upon i t.self' and had 
narcissistically looked st itself in a mirror of its own 

III 
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making. Ks Sutherland ha~pointed out in his criticism, the 
Canadian critic was too quiCk to praise Canadian writing 
just because it was Ca~adian writing. This had led tothe \ 
promotion of much second rate material. Sutherland himself, 

·h~wever, had by this time begun to judge Canadian writing in 
its rel~tion ta what he considered ta be the established 
C~adian and English poetic traditions. This s~ply would not 
suffice. Contact #8 featured at the bottom of one' of its 
pages a pertine~t~quotation from William Carlos Williams: 
"Think of 'Èziglish' and '~merican' as one language among us ' 
called.the ;old' and the 'new l ianguage."l3 There was much 
more of a ~ubst~ntial'relationship ta be found with the ne~~ 
American writing than with the old worn out traditions and 
verbal machinations of the Englis~ bards. ~~t another in
structive note t.s included in the sarne issue, this one from 
Ezra Pound, taken from his correspondence with Dudek: 

n~turally ta HELL with Canadiaq or any other 
parrochia1 pt/ of view ••• BUT' a live reviewj 
not merely one of these art-shop fly 1eavesl 
has got to be based on.understanding of,LIFE" 

-.: • • ",NOT" trying ta get a teaparty or sup
press data in favor of pink punks". • • .. \ 
"Hell Nol git yr/ ey~ off Canada and onto 
i;nternat! cri teria/,,14 

C1early this is what 50uster was trying to do with Contact, 
ta place Canadian writing in the context of international 
writing and to have it judged on the ba~its inherent 
value, rather t~n upon its significance to a burgeoning na
tional literature. Within this context, articles on writers 
who were not Cana~ian (George Seferis, W.C" Wil1-iams, and 
Gottfried Benn) ap~eared in the pages of Contact. What is 
also interesting is that'certain Canadian books were reviewed 

, ' 

by the Origin group. Cid Corman's assessment of Canaqian 
Poems 1850-1952, edited by Dudek and Lay ton, appeared in _ 
the s:Lxth issue of Contact (li'ebruary-A'pril 1953). Oreeley·s -
"A Note On Poetry" (vol. 2., no. 2) is a comprehensible ex
p1anation of the general ideas out1ined by Olson in "Pro-

1 

jective Verse" and his "A Note On C,~nadian PoètTY_II (Contact 
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issue carried the following not~e: 

CONTACT, an international magazine of modern 
poetry. • .wishes to thank' both readers 'and 
contributors for-the support they have given 
it ovar the past two years. They regret hav
ing to give up the magazine, but find it im
possible to continue it'with>the limited free 

-time at their dis~osal. The companion magazine 
of CONTACT PRESS, crv/n, is however still very 
much alive, and we know that Many of our 
readers and poet~ will support this out~tanding 
quarterly, which i8 now also international 
in scgpe and welcQ~es a wider range of mater-
-ial.~ ". 

Contact had been in,existence for a little over two years; 
it h~d presented an alternative to the reactionary·polic1es . -
expressed in Northern Review. "Contacts" had be~n made; and 
yet, ironically, the Origin/Slack Mountain poets were to have 
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a much greater impact on the poetry of the sixties genera-
tion 'whiçh was to follow than 'ori this group. The "Black 

1 

Mountain" 'poetic would li terally revolutionize Canadian 
poetry, stimulating the new wave t~at was to occur in the 
sixties, a direction, that Souster, ~ompletely sympathetic 
to this development, w~tuld .,antholog'ize in his Contact Press' 
anthology New Wave Canada. The shift in alliance from British -- , 
to American influences would fina~ly be aehievedj Contact 
played an extremely important part in this shift. 

Souster's attempts to counter the effects of Northern' 
Review through Contact were bol~tered by the appearance of 
crvln, origina~ing in Montreal early in 1953. CrVln was ta 

\ 
run for a total of seven issues, the last two ~f which came 
out after the demise of Contact. Louis Dudek has recounKed'" 
how crv/n came into being: 

rt was~a mimeographed magazine for the 
first five numbers, printed for the last 
two. The initial move to st art the maga
zine came tram the Editor Aileen Collins. 
She had with her"two close friends and 
assistants ~ho completed the nominal 
edi torial board. Stanl~y and Wanda RQzynski, 
a married couple. • .When Miss Collins, how
ever, put the suggestion for a magazine 
before me, r of!ered help and advice, and' 
proposed that manuscripts be read'by a 
larger group including, Lay ton and myself, 
and that Kileen Collins and the Rozynskis 
edit the magazine in the ligh~ of our 
. group discussions. There was always a . 
tactful solicitude on the part of Layton 
and myeel! not to interfere with the ed-
,i toria,l freedom of the actual edi tors. We 
read, the poetry before~ group at Layton's 
hOUBe, enjoying iree c~mments and debate 
over the poems, but we ~ade no decisions 
and left the final choice of what was tQ 
go into the magazine up to ·the Editor. l ', 

Despi te Dude~ "5 contention that he and Lay ton tried to stay 
in the background, their presenc.e we.s very much fel t. The 
title of the magazine itself came from Dudek, and thiB was 
taken from a statement of Ezra Pound's: orvin not a one~man 

, \ 

job." .KIl of the productioll work and distribution were 
\ 
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handled by Ail'een Collins and the Rozynskis but much of the . 
interestipg energy ex~ressed in the magazine stems from Lay-
ton and Dudek, and particul.arly -from ~dek. 

:.1 J,ike Contact, crvln started out as a Canadian production 
and gradually worked towards a broader orientation. By early \ 
1953 Contact had alreafty headed off in the direction of inter
national content, Souster being influenced by Cid Corman and 
the Origin group. CIV ln, st firet, resisted thi, pull. The 
first issue features a selection of Canadian writers from . / 

bath the forties and fifties generations: poems by Phyllis 
Webb,·Dudek. Avi Boxer, Layton, Souster, D.G. Jones, E.W. 
Mandel, and Patrick Anderson (also Dudek~~der the pseudonym 
of Alexander st. John Swift) appeared in this first issue. 
The magazine GCfered no opening editorial. On the first-page, 
below t~e somewhat cryptic ti tle, appe~red the explici t 
statelJlent "Civilization is not a one màn job.!' On ~he whole, 

'-the poems'contained in this issue reflect a certain social 1 
.. ~ 1<... -- ~ 

consciousnes~, showing a oonoern for the prospects of civ~ 
ilization in Canada. Dudek' s "BioJfgy for School:3" ridiculed 
our sexual mores. Sev~ral of his sooia11y sati~ic poems that 
wou1d la'ter appear in Laughing Stalks._appeared in CIV/n 
under the pseudonym. 

The second issue of CIV ln continued in the style of the 
first. This is~ue inè~ud~d poems by Layton, Gael Turnbull, 
Souster, Boxer, D.G. Jones, Ralph Gustafsont and ~~exander 
st. John SWift. In addi tio~ there was a ... section called "Views 

, ~ 

& ReviewII. Il Three reviews a:ppeared: a review of Canadian 
Poems 1850-1952 edited by Dudek and Layto~ by James Boyer 

r 

May; a ~eview of Kennet~ Rexroth's ~ Dragon ~ !h!, ~ 
22.!!!. by Dudek; ana a re.view of Cerberus by~Neil Compton. In 
his review of Rexroth'sQbook, Dudek argu~d for the vit.ality 
that was'needed in poetry at the time: , 

115 

, 1 

• i 1'1~" , , 

'f" 1 , 
1 
1 , 

i 
i 
1 

l 
1 

1 
i -

'1 , 

!h! Dragon and the Unicorn. may--s~rve'-as an---------l..----L 
examp1e or whfot can ce aone to glve poetry 
the gUts it needs, tOI win back fro~ the 
pasty sold-out intell,ectuaiê and cri tics 
and place it in the cenîëe of the fight 
for realit~ and reason. 
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, . 
This fight for reality and resson 1s re~lecteù in Comptonts 

evaluation of Cerberus, the first publication of Contact Press 

which contained prefaces a.nd'" poems by Dudék, Lay.ton, and 
, , 

Souster. As Compton sees ~t, the fight is for a vital language 
and literatur~. In his short r~view, Compton concentratea on 
the'common ground to be found in, the poems included in 

r 

C'erberus. • 

" 

N.s Dt,ldek says, "We three in this book ahare 
the same affirmatio~s and therefore the Gama 
negations in the ~ad,e of. the present." More 
than that, they constitute a recognizab1e 
school in ,odem poetry.' Aal three are .con
fident of the social value of art, and agree 
that the hatred of art which charac"terizes 
official cul tufe in Canada ie symptorilat:i.c Qf 
our social sickness; aIl three are non-con-

l ,.:f9rmists a:t;ld iconoclasts of that Most dan
f.:g!~U:s type (to flabby conformi ty) which f"inds 

, ! "sit.s-ideal 'subversive expression in the unin
hib1ted,~ of po~itive affirmation: each 
manages ~quate a health~ contempt for 
things-as-they-are with a (perhaps illogi~al) 
confidence in the possibilities for the fu-
ture. \ 

Generallzations about their work will bè 
pretty shaky unless supported by detailed 
analysis, but letts go out -oa a limb in this 
final paragraph. The Cerberus Group ("Don tt 
label us", says Souster) is probab1y the 
liveliest and the Most certain of its aims 
of any group,writing in C~~da: their_poetry 
is seldom dull, almost never-merely aca
demie, usual1y exploratory and experimental. \ 
Nevertheless, for aIl their defiant verve 
and confidence, they still face the_problem 
of aIl poets in this ~country, the thinness 
of the Canadian "language". Since they 
rightly believe that poet:q- should have a 
living relation to the rhythms and tones of 
spoken discourse, they cannot help being . 
limited by the grey and fuzzy unloveliness 
of ov.r national tongue. AlI three heads of 
the beast May bark in protest at this view, 

> but 1 believe, i t 1'8 BOo l also believe -that ' 
hopes for a language worthy of a poet' s 
talents must chiefly lie in

l 
wgork,"'of the kind 

to be found in thip volume-. ~ 
,J 

/ 

crv/n, in i ts poetry and cr:i.fical views, represented "an 

o~posïtiO~t alang with Contact, \0 the reaetijPary trends of 

~ 
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Northérn Review, just as the writing o~ Lay ton, Dudèk and 
Souster provided an alternative to' writers such as Douglas 
Le Pa~, James Wreford Watson and Charles Bruce. Yet, despite 
this, Ezra Pound, who was incarcerated at St. Elizabeth's 
Hospi tal in Washington, D.O .~-~nd who m~intained a corre- " 
spondence with Dudek, did not look favorably upon the work . 
tha~ CIV/n·was doing. In a letter received by 'Dudek in late 
~ril of 1953, Pound, in response to the second issue of ' 

1 0 • • 

ON/n, remarked that "surely.~ among all th~se bright young 
things ~ OUGHT' to be,able to find th~ makings of at least 
one polemical ~ri ter. ,,20 Dudek himself has made an assess-

n ment of Pounçl' s criticism: 

The magazine was in faqt extremely "polem
iC8.1", but Pound only recognized as rightly 
polemical and "ùseful" those magazines which 
parro\;ted his li ttle program to th~ l.etter 
••• ~,e, were very much for Po~d, but we 
éou1dnot possibly serve:him in the way he 
wanted. In fact, CIV ln had i ts own ego- _7 

personalities, a~d ~ very locally-focussêd 
Canadian program, so that it could not be 
entirely subordina~!d to Pound' s inter- . 
nationalist ideas. ' 

.0 Despite Pound's prodding for an internationalist con
':.. tent, CIV ln continued tc? be primarily "local1y-focussed."· 

The third issue featured poems,by Waddington, Gustaf~on, 
\, 

Souster, Aileen Collins, Lay ton, Phyllis Webb, Gael Turnbull 
:f~'/ and :Qudek. Three 'poems by Georg~ Seferis appeared in 'trans

lation and a poem and article by.Melech Ravitch were trens-, 
lated from Yiddish by Layton.·Also included was an extended 
,~rticle by Du~ek on two books by H.A. Innis a~d one by Mar
shall McLuhan, The Mechanical Bride •. Dudek was highly crit-
t'cal of these two wri terl'? for "compoundin~flwi th Madison 
'~venue instead of making a radical criticism of illiterate 

\\ ~ul~u:re; -and a1so {forJ turning aV(ay from the maj?.r art~ 
o.' Ito an exaggerated -concern wi th the ,vaporoué media, treating 

them, rather than the traditionŒ1 arts, as the shaping forces 
of eoci1ety. ,,22 , 

~n response t."o the third issue Pound wrote: "CIV/V 

o.k. for local centre / Q~stion whether DI has contac~ 

1 • 
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/ , 
with anyone or any meens interested in mag/ standing,for' 
m4imum awareness,,,23 Pound also forwarded a statement 
s~gned by ten university professors which argued (in Pound
ist fashion) about the alarming state of the humanitiee at 
this time. This waa reprinted in Orvin #4. 

]esue #4 reflects an expaheion in the scape of ,the mag
azine, in that work by members of Corman's Origin group i8 
now in evidence,. This issu~ containe poems by Webb, Dudek" - . 
Creeiey, Lay ton, Boxer, Leonard N. Cohen, Corman, Souster, 

1 ' 
and D.G. Jones. K vast majoritt of the prose writing in this 

" issue is conce:rned wi th Pound. Dudek"s review of Pound t s 
f . 

translations considere Pound's skills as a poet and trans~ 
lator. This is followed by an "edi torial" of sorts, wri tt~n 

Q 

by Dudek, "Why is Ezra Pound Being Helà in St. 'Elizabeths 
Hospital, Washington D.C.?'~ which calls for an appeal ta be 
made to the President ôf the United States ta have Pound 
set free; two quotations from 
for pound's release. Pinally, 
P,ellizzi, translated from the 

writers in Ireland a1so calI 
"'. 1 

there is an articlè by ~amil~o 
1 

Ita1ian, "~zra Pound: A Dif~i-
cult Man," which presents a personal "fview of Pound by some~ 
one who knew him in rtaly during the war years and .. who
maintains that Pound had never committed treasonable aets 
against the U~ff. ~ltfough the magazine May not have sub
ordinated iteelf to Pound's criteria for what a·magazine 
should be, it certainly took up his politieal case in this 
issue. 

Also appearing in the fourth issue is an article'by 
D.G. Jones~ "The Question of Language Prostitution," which 
contrasts the way that language is used in the cause of 
truth in literature and, in eontrast, in the cause of sales 
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. in aqvertising. ~is co~cern with the mass media was ouite / 
notieeable in Orvin. The mag~zinefs contribuvors, particu
larly Dudek, were sensitive te the development of post-war , 
media and saw in these a serious threat t9 Ii terary languagle 
and ta li tenture (i t is worth noting that Dudek wasl eomp'leting 
his book Literature ~ !h! Press at this time). 
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Tt is in the fifth issue of ClV!n ~hat the editor, 
~iieen COllips, wrote an tadi torial under the heading "~et
tera From The Edi tor." The first of her remarks appear under 
the heading "Canadian Culture": 

/ 

CUlture in Canàd~ Wi~l remain at a stale
mate until the eountry is given baek-to the 
Indiana. This '!'eivilization" - ugh. 

Culture, however, ia the 'main topie toüay, 
f,?r CBC radio talks, letters in Saturday. 
N1§Rt, etc, etc, etc. ' 

e much-used excuse for Canada~a lack 
of,whatever-it-ia, is the fact that it ia 
a young nation. From a ,"young nation"., one 
would expect fresh, rich, original products, 
with ~pirit, vigour - something to sayto 
the old/world - instead of the p~~eurized 
leeched products which are pasaed off as 
Canadian. . 

Now, to me, it doesn't matter half a damrr 
whether we ever achieve a "Canadian Cul
ture" - or not. Nothing will be done until 

'we start concentrating on producing poetry 
without qualifications as to nation. Bût a 
poet·in Canada i9 forced to write with 
maple syrup on birch bark (which will in
sure his being included in any later an
thologies edited by Birney, probably 
under the classification "Natural Re
sources" ) .• 

The kind of poetry we want will be a 
vital representation of what thing~ are, 
done in strong language (if neceasary) .or 
any language, but it will force the reader 
to see just what the worfd around him 1a 
like. 

'rhe Canadian mind has been protect~d and 
.insured too long. It ia time now to ge-s it 
out of storage. Fp,r Kulchur's sake, at 

,least, let' s llave a lot of bad gbO~, poetry 
in future~ inatead of more gOi~ a poetry 
--- and let the dead-head cri 1CS hold 
their ~eace until the calI of the last 
moose. 24 

- . 
This edi to,rial is a calI for a realis",:/c and vi tal po~try. 
The calI ie again for th$ new and alive; in this sense crv/n. 
~ some relation ~o ,irst Statement in the requirements 

i t sets for Canadian poetry.' . 
The second editorial note contained in ClVln #5 an-

------- ... ---_. 
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nounces the demise of Contact, leaving CIV/n as the only 
vital publication in Canada at~the time. The magazine would 

/ continue, however, for only two more issues. 
Issue #5 strengthened the relationship with the Origin 

group that had already been establishedj Robert Creeley 
appears in company with Layton,6Turnbull, Du~ek, Cohen, 
Souster, and Anne Wilkinson; and there ie an extended re
view by Dudek o~ books by Paul Bl~ckburn, Charles OIson, and 
Robert,qreeley. We must note especially Dudek's remarks on _ 
OIson; who was the main theorizer of the Black Mohntain group 

\ and who is today considereq the poet among that group of 
the greatest poetic achievement. Dudek's remarks rev~al why 
the Canadian Cerberus trio and the Blaçk Mountain/ürigin 
group never came together as a unified movement. Dudek is 
auite critical of Olsan's-method of composition. He argues 
that "One can see the pri yate-monologue-in-pri vate-shorthand 
menacing us aIl along the way from 1915, .. 25 and he finds 
thie in Oison "s wri ting. Dudek sees OIson, to a large extent, 
as an imitator of Pound, 
inffû~nced by the poetic 

\ , 

an~ aS.onè who has also been overly 
theories of William Carlos Williams. 

The theory, bluntly, ~s that poetry is not 
an art form: i t ie a. lump of cora.l that 
grows onto" the liv.ing substance of life, 
or personality, and contains the shape 
and .rhythm of reality. The ,test is authen-
tici ty. . 

But when life itself has lost aIl shape 
-- as the right flarik, directed by Eliot, 
h~s long ago made clear -- you cannot 
make art out of the ,literaI record. A 
vivid picture of the city dump, or of the, 
private dump of one's own conscious or un
conscious; makes no poem. Everyone knows 
that: but we are oft~n heading more or/less 
toward that last stand. 20 

. Dudek st)ands in opposition to OIson "s approach, which is 
. composition by field, and lopposes the looseness of his poetie 
ef'tructures. His cri ticism, however, 1s t'ollowed in this. 
iss~e of 'olvln "by Creeley's "A Note On Poetryt~ ,which is an 
affirmation of the Black Mountain poetic approach. 

!he last two issues of"Crv/n wer~ print~d by'offget/ 
~, 
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7 and continued to develop the contact· between the Ameri~··\ 
and Canadian groups. ~he sixih issue presented the wor~~ 
"Jacques Prévert, (reeley "Jonathan Williams, and Chf3rles 
OIson, juxtaposed wi th poems by Aileen C'ollins, F. R. Scott; 
Gael Turnbul!, Phyllis Webb" Nnne Wilkinson, D.G. Jones, 
A.J.M. Smith, Dudek, Ley ton, and Souster. The magazine, as 
alwaye, was very much rooted in the,context of Canadian 
poetry, but this~~hird stage of Modernism in Canada had its 

~ . 
eyes open to the possibilities 'of poetry that existed beyond 
national and regional ëoundaries-. The push was'.for Canadian 
poetry no longer viewed in provincial terms or limited to 
parochiel perspectives. The seventh issue featured character
istic work by the yo~g Leonard Cohen, and also by Dudek, Lay
ton, and Creeley. In this issue Lay ton was the prime essayist, 
uPholding, in his essay "Shaw, Pound, and Poetry," the basic 

> • 

validity of ~eorge Bernard Shaw's and Ezra Pound's view that 
pow~r in our time is founded upon money; he also wrote a 
piece on-Souster's Crepe Hangerts Carnival. Both of Layton's 
essays l8shed out against sorne force or group that he saw as 
oppressors of poetryj in the case of the Shaw-Pound essay i~ 

f is the bourgeo'is class that leads to the perveTsion of art 
and morali ty; in t.h~ster article ,'the enemiès are "pompous 
ignor~nïuses,,27 --the cri tics. It was Lay ton t s contention tha.t 
the' monopolies of these groups must oe broken. 

In its time ctv/n, like Contact, served the important 
func/tion of resisting the regressive tendency in foetry that 
stemmed out of the late forties and in also pushi~po~try 
forward to a condition of Modernism resting on the most solid 

t " 

of foundations. Although the ,socialist- verse of, the forties 
had suffered,a defeat, social force and c~nsciousnes~were 
still necessary i~ verse, as weIl as a moral integrity and 

, 10 

com..'l11tment to language. /(190, the narroy/ tradition that still 
he Id Canadiàn poetry in the forties had to be broken, and 

, 1 

this process was be~ in the pages o~ Contact and CrV/n. 
Layton, Souster, and Dudek appeared sid'-Py-side with 0190n,/ 
Creeley, Corman and others of the Black Mountain grou~ be-

~ 

/ 

121 

1 
f 
r 
! 



( 

\ 

\ 

( l" 

\ 

. -.. ~.- .. - .~~ .. -- ~----- ~ 

... 

cause they aIl shared a tangible commitment to poetry, to . 
keep it moving ahead and to wr'ite it in the real la.nguage 

\ 

of the day. 
() 

When th~Montreal magazine Yes appeared in 1956, the 

spadework that had been done by Souster and Dudek in 
-and crv/n remained as an understood pre-requisite. Th . 
no need to charlo â. new course for Canadian poetry; a itive 
direction had already been established. Edited by three 
young Montreal poets--Michael ,Gnarowski,-Gl~n Siebrasse, and~ 
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John·Lachs~-!!! firet appear~d in April of 1956 and nuickly Q 

establiehed iteelf as an eclectic magazine carrying on in 
'the tradition of ~ocial realism and its early fifties after
mathJ. The founding editorial stàted no hard-line programi 
rather it defined what the editors felt was the function of 
the -li ttle magazine and stated an affirmation of li terary , 
expression: 

! . 
\ 

K new magazine has Come to Montreal. Per
haps the thought of a city that could clothe 
its ,people_ in the periodicals it sells does 
not/make this seern an impresaive accornp~ish
ment. Yet a distinction must be made here; 
for'the professional' efforts that roll their 
paper like two-legged beavers are quite apart 
from the phe:l!0menon knb~ as the "little mag-
azines". These productions, auch as Frederic
ton's "Fiddlehead", are not devoted to making 
money (heaven forbid), but rather to providing 
a stimulating and indis~ensible litereture. 
Especially'in auch fields as poetry, which i9 
not commercially ~ttractive, ia this need 
fulfilled. The!r \other important contribution 
lies in the fact that they give encouragement 
to new talent by allowing them a me'dium in 
which to present themselves; people who, one 
day, mi'ght add weight to our cultural progress. 

Unfortunately the Iittle magazine movement in 
Cànada has shown a tendency to lapse in recent 
years. It ie to be hoped that this mimeogra~hed 
effo~ill initiate a new phase of activity 
in thie field so as to prov~de a euitable out
let for the commencing Renaissance o~ Canadian 
Writing. 

OUr magazine is called YE~. This is ite 
attitude. It'has 'been created for the writing 

1 of the second half of the twentieth century 
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which we ~élieve will once again be the 
expressi~n of positive values. ~he w~8ld 
is a ye~ place - let us then say so. 

1 The appearane"e of Yes did, in fact, signal a new phase of 
aotivity: by the next year, 1957, Dudek had started Delta 
and 50uster had' resumed with Co~bustion. ~ would outl~ve 
both of those m~gazines, carrying on until 1970. 

In saying "yes" to li terature of/ the twentieth centu17 
and "yes" to quali ty the edi tors of 'tes were also sF1ying 
"yes" to the direction tha:t had been established by the 
social realist movement. They felt no need to define a new 

__ --' direction for poetry. This was, in fact, 'to be the mark of 
the Montreal poets of the sixties: their utter willingnêea 

( ) 

-to fo11ow in the path that had been established by Souster, 
Lay ton, and Dudek. Just as the Cataract poets were to com~ 
under the influence of Lay ton, Siebrasse and Gnarowski came 
ta close1y ally themselves with Dudek; this eventua11y re
sulted in t~eir participation in Dudek's Delta Ca~ada, a 
sma~l press p~~lishing books. ~t the time of the founding of 
!!!, h,owever, the edi tors were resistant to Dudek' s prodding 
to deblare a more definite editoria1 policy than a m~re "yes" 
ta contempo~ary,writing. This resulted 'in an editorial in 
th~third issue, twice the length of the initial one, in' 
which the editors d~f~nded their intention to remain free .. 
of any declared editorial policy: 

/ - In a letter ta the edltors Mr. Louis Dudek 
suggests that we come forward and state our 

. vi ews-advance an editorial policy~ It seems 
to be an accepted custo~ with intellectuals 
since the days of the Marxlan incarnation 
in 1848, to prepare at.{regular ihtervals 
manifestos in which humanity is neatly di-
vided into two camps, the world interpreted 
in terms of a Manichaean strugg1~ of light 
and darkness, -opinions are stated, pol~cies 
outlined. A similarly incisive declaration 
of allegianoe ia demanded of aIl others, to 
aid the enterprise of cut and dried class
ification in the proper filing cabinets of 
the mind. People who talk little are not 
weIl liked; one does not know what to expect 
of them. If" p~o:p1e' do not "commit themselvea" 

, . \ 
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on at least the subjects of party politic8, 
economic \/theory, the statua of atheism, 
the nature of art and the horror.s of the 
machine age; they are denounced' as cowaTds 
of a8 muddle-headed eclectics. 

In our'view i~ is not abso1utely essen
tial for a _magazine devoted to pub1i'shing 
contemporary writing, ta,be factional and 
conaequently to be unavailable to the 
majority of poeta, who are then considered 
'outsiders'.,Thia i6 especia1ly the case 
in Canada, where poetry has only just oome 
to life' a decade or so ago and where 'un
fortunately so few little magazines serve 
th e young po et • 

To be a writer with no conv1c~ion8 evi
dently entails disastrous conseQuences. It 
is in fact a contradiction in: terms, for to 
write is to communicate and if the author 
has no convictions, the element of honesty 
1s removed. But we maintain that what holds 
for writing does not necessarily hold for 
the edi ting of a magazine.' The pOlicy" of a 
magazine should not, be preformeij, as judg
ments'are often preformed before the ex am
ination of the facts. Selection for publica
tio~ ahould be determined by t~e Quality 
of the material avaiIable, not by consider
ations of partisanship and the exaggerated 
need for energetic blasts. We see no advan
tage in forcing the selective sieve of a 
bfased editorial poliQy-.on our eyes •. We feel ' 
that a11 the editorial policy we need i~ 
expressed in our titIe, "YES". 

'\Ah," we can hear the. voice of the deter
mined classifier, "but then aIl you are 
saying i9 thât you simJ;lly want, 'good wri t-f 
ing!'" Well, this may be, a way of puttirng 1 

it. But.we cou~d0alBo put it-this way: we 
are giv~g 'our assent -to value and we do 
not want \ to predetermine wh,at kind of value
so long a\~ what we get ls value. Hère the 
formulati4n ceases to seem trivial and we, 
enter the)fiel'd of the theory of values. 
Indirectly we are a1so giving our aesent ta 
life, since life alone-substantial activity,_ 
in the philosopher Whitehead's words-is the 
source of emergent value. Is this not enough 
of an editorial po1icy? Is it not enough 
,that the 'poet, when he site down to wrt te 
and subsequently sends in his wor.k"for pub
lication, ~as~alrea~y affirmed social com
muni ty wi th other me:r;l? Wi th such an edi
torial pOlicy, the task of reducing ta 
shaDlbles ",i th ,the sheer fore e of vt'ords,' the 
-L. 
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\ antiquated and repulsi ve t'eatures of human 
life ie left, to the indi vi dual wri ter. We 
are sure that if there are any authors 

(1 who t'eel that such destructi V~ work is 
nec~ssary, as it certainly ls, they will 
not be shy to come torward, t~~in their 
guns on the enemy and say so • 

. 'Phe edi tors made a strong avowal ot~.~heir eclecticism and i t 

~ 
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is a policy to which they stuck for most ·of the magazine' s life. 
Significiantly, nine months l~ter, Dudek~began Delta in 
whoee first edi toria! he states the need for sometimes'- saying 

'''no'' •. 'l'll.is kind of open (foor policy in li ttle magazines makes 
them valuable only until another msgazine with a pertinent 

policy emerges and declares war upon th~ present Iiterary . 
establishment. lt is for this reason that ~ exists. as a 
minor accomplishment when compared with Delta and !!!h, two 
of its contemporaries. 

The editorial in the first ,isèue had made it clear that 1 
f 

~ was,-intended to be a medium for new talen-t, thls new 
talent, . of' course, being prlmarily Gnarowski,~ Siebrasse, and 

Lacha. Gnarowski was tohone his academic and poetic skills 
ri thin the pages of the magazine; poems by Siebrasse and by 

Lachs, for as long as he participated in the mRgazine, ap
peared regularly. These were accompanied by those of ot~er 

, ~ 

Montreal.poete:· Dùdek, Lay ton, George El1enbogen, Daryl Hine" 

Henry Moscovitch, -Lionel Tiger, F.R. Scott, Mïlton JCcorn and 

KI Purdy. Through several editorial shakeups and moves Gnar

owski maintained control. Lachs dropped. out after issue #9 
, \ 

(he left to teach in Maryland, and ~o püblish books of 
philosophy there), Siebrasse was removed from the masthead 

/ 

for two issues, being temporarily, replaced by aIl; Jtmerican' 
editor, Donald M. ~inkelman, after which Winkelman in tu~ 
was dropped and Siebrasse returned with Hugh Hood in tow 
who took on the role of associate edi tor for issue 12-14; 1 

as of the fifteenth issue the sole editors were Gnarowski 

and Siebraase until the magazine's terminntion. The maga
zine also,changed location several times~as Gnarowski 

changed academic posta, movi.ng from Montreal to Port Itrthur, 
\ 

/ . 

. 1 



l, 

J 

J ( 

.. 

( 1 

1. 

___ ... , __ -'....... _ __ ...... __ _ _, ~~ ~ _______ .... _. __________ ... ____ .... __ ~. """-"' __________ ~ __ ~ __ .. _~_~_~ __ ,, __ L __________ _ 

o 

11 126 

\ 

Ontar}o"then to Pierrefonds, Quebec. In effect, Gnarowski 
took the magazine with him whenever he changed address. This 
was: one reason wby the magazine never éame to encompass the ~ 

burgeoning Montreal scene of the sixties. Cataract, edited 
by Seymour Mayne, K.V. Hert~, and Leonard Kngel, appeared 
as an alternative publication. , 

A's an' ec1ectic magaZine !!.ê,.really hit its stride with 
issues 13-16. The editorial in issue #13 recounts the latest 
fdevelopments in the early sixties Dudek-Layton' feud, features 
a section of Layton~s poems with an introductîon by Gnarow-

. -
ski, and includes interesting work by Souster, Hood, Pred 
~ogswell, Milton Xcorn and Siebrasse. ~ #14 contains, sec
tions from Dudek "s Atlantis as weIl as notebook entries; this 
issue a1so includes poems 9Y Ev&rson, Gustafson, Dougla~ 
Barbour, and A.J.M~ Smitho\Yes #15 fëàtures John.Glassco, 
along with' poems by Barry McKinnorr, Tott Marshall, Michael 
ffar\is, Don Gutt eridge," Souster and Dudek. The 16th issue 
of Yes contains work by Purdy, Victor Coleman, Tom Marshall, -Joan linnigan, Michael Ondaatje, JOhn,Wieners, Henry Beissel 

.;.J and A\lden Now1an arnorig others. Ironically, at a time when:: 
~- seemed ta be functioning closest to its original inten
tion, a two-year silence ensured -after issue #16; when #17 

'\ appeared in October of 1969, an, edi torial announced a turn-
about in polioy. 

1 

\ 

\. "Ii Question which has been much on our minds 
and one which needs raising in connection 
with the reviva1 of thi~ magazine concerna 
the sum total of 'Ilhat has been happening to 
poetry in the last féw years. 

When VIe started YES in 1-956 'Ile believed 
that the directions for poetry \ in this coun-

, try were clear. We believed in, the l'oem's 
relevance to life; 'Ile believed that the poem 
had to be rooted in real experience; we be-
1ièvèd'in a style and content which would be 
of this country butewhich would also recog-

" 

,nize its North' A'mencan cOntact •. Further
more, ours 'lias a 1iterary fundamentalism 
whioh saw the poem as deriving frem an ar
tist1c and reassuring fai th in the c;-eativi ty 
of people, and 'Ile believed that literary 

1 • 

1 
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values and as~irations had been democra
tized. We believeœ that popular,art could 
be great; we did not know that great art 
could no~ be popular.For us the line of 
descent was clear. From Whitman and along 
lines laid down,by the man_from Idaho. Since 
we believed in Walter. Whitman more than in 
,Professor Henry Wadswoth Longfellow, it fo1-
lowed that we would believe mor~ in Raymond 
Souster than in Professor Arthur James Mar
shall Smith. The spirit of the man ••• damn 
it ••• it was the spirit of the man that was 
close to us. Had Whitman not--in a style 
which would become the hallowed modus op
erandi of~little presses and their people, 
of First Sta~ement and Contact--had he not 
de~igned and published hie own first edition 
of Leaves of Grass •• ? There/ore, Masters 
and Sandburg and Williams were good and 
important. Therefore, Sutherland's posi
tion (which was ours 'and we don f't gi ve a 
damn about the Pratt bit)--Sutherland's 
position formed on the left with Lay ton 
and Dudek and Souster. Therefore, there was 
no need for manifestas in 1956 ••• just a 
s~ift from the social realism of the First 
Statementers ta a sharper urban focus and 
a greater interest in the possibilities af 
the image the new context was begifining to 
provide. But it,didn't work ou~. If we had 
valued the hard-edged direc~neee of the 
colloqui~l poem, we saw it become amorphous 
and formless. If we believed-in the tech
niaue of the unaffected, we have seen it 
transformed into spurious 'disauisitions on 
"poesy" and the artful poses of projectiv
ism. rf we believed that poetry was some
ho~ 'againet this sea a~ stupidities'; , 
'against this sea of vulgari ties',; "against 
this sea of imbeci1es' we have found that 
stupidities, imbecilit~es and vulgarities 
haye become the stuff of poetry. Someon~ , 

-had made th~ wrong'move back in 1952-1954. 
. Souster and Contact magazine may have helped 

ta make that first move. Souster and Com
bustion ma1 have helped ta make that move 

,âgain in 1957-1960. Tish ended the game. 
And after that the lrttIe Mi11wips, and 
the turbulent and undiscip1ined/host of 
poete. And the audie~ce. No, nôt_the few, 
not .,:readers and lovers of perfèctlonl not 
wi~ kno)vlê,dge or a fine sense .... but the 
-to!~rant\~ cônfused, parasi tic C't)nsumers of 
masè~ul(Ti ~ Poetty has mElrried a truly ugly 

\ 
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wife. 
No~, where d~ we begin?30 

This edi 1;,0 ri al is a denunciatit1n of the Vancouver movement 
and of the "new wave" of poetry that had arisen in the 1960' s, 

>. , 

inf1uenced by the American Black Mountain poets. This, edi-
t -

toria1 is a reaffirmation of the social realism that had 
emerged out of t~e forties and èontinued to be the ~ode ~n 
Montreal poetry of the sixties. The Noung Montreal poete of 

. ) 

the sixties took up the dominant mode of writing; as the 
Y'es edi torial states "there wae no need for manifestos in - . 
1956" because a certain tradition had been established and 
these young writers e1ected to continue to write in that 
veine By 1969, however, that mdde of wri ting had been ec.1ipsed , , 
by most~of the young poets writing in Canada. Interestingly, 
at the time of the birth of the Tish movement in Vancouver, 
the editors took up no liaison or debate with them, as did 

'Seymour Mayne and K.V. Hertz, two\of the Montreal poet.s as
socia,ted wi th the magazine Cataract. It was wi th .hindsight 
that Yes finally put forward its denunciation of the new --,-

poetry wi th i ts "artfu1 p(oses of proj ecti vism. Il The inten-
tion was that Yes wou1d now begin to work poetry back towards 

, - / . 
a more produdtive veine Unfortunate1y, the new Yes was to 

1 -,' 

last for on1y three more issues. 
1 

The emergence of ~ in 1956 was fo11owed by the taking 
/ 

up of publication by two persona1 1itt1e magazines in 1957: 
Raymond Souster's Combustion and, latër in the year, Louis 
Dudek"s Delta. Both of these magazines rèflected the person
alities and tastes of their ~ditors. \In that sense they bear 
a similarity to Northern Review in the Suther1and-dominated 

:years, since they put forward the programs of a single man. 
The point of contrast between Northern Review on the on~ 
hand, and Combustion and Delta on the ~ther, is that the 
latter two,were in no way reactionary. They continued to 

, ~ 

break new ground rather than retum to outmoded poetic 
traditions. Both editora made a concerted effort to ~ind the 
young poete who were to' provide Canadian po'etry wi th i te next 
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. generation. In this way the ma!;az~'-functioned much in 

the ~me way ae Contact Press, trying to give publication 
to th6se who had no access to the commercial pub'1iehers. 

In 1952 Soust er had started Contact in reaction against 
the current trends of Northern Review and Contemporan Verse. 
In oppoeiti'On to what he considered their reactionary nation

alism, S'oueter had pi10ted the firet international poetry 
magazine i~ Canada. When Contact fo1ded in 1954, orvin con
tinued to~ maintain relations wi th Oonnan 1 s Origin g;roup •. 

èRf/n, however, on1y outlasted C'ontact by two issues. By ~ 
1957-, the genera1 atmoe'Phere of. du11ness had once again fallen 
upon poetry in Canada. In the United States the brigin/BlaOk 
MouritailJ1 group continued to wri te innovati ve verse, just as 
north of the border Dudek, Souster and Lay ton continued to· 
refine their art. rt was not the impetu5 for poetry thet was 
1acking; it was the gen~ral atmosphere, which the writers ssw 
as increaeingly aoademic, that was said to stifle creatiyity. 

Souster"s Combustiop, first printed in January of 1957; was 
'an attempt to counteract the i11' effects, as he saw i t, t,liat,. 

~ -

had befallen poetry. OombuetiQn came out as a mimeographed 
'review 'and i t was sent 'to a s~i~~t mailing 1ist (this' i5 la . ' 
procedure that wou1.d 1ater be adopted by Tish· and GrOnk in -. ' 

the 1960"s -and severa1 magazines in the 1970"'8)'0. !ta in the 

case of Contact, Cpmbustion was la~ched by a direct 'and 

s~raigh~forward edi~orial. Souster began his attemp.t to as
sess the state of poetry in 1957 by quoting .some passages 

r , 

that had recent1y ap~eared in some of the better known 
poetry magazines, then quickly fired off his responee to 

these opinions: 

Oh dear, oh dear, oh dear! ,How vve, fumb1e 
about our skirts, looking for the one right 
rosary to talk ourse1v'es into! ls it so hard 
these days to put two c1ear singing words. 
together, singing and olear because the mo
tion in and behind them ls? 

l wou1d hav;e thought that Lawrence put 
it straight enough often enough. But we are 
slow to learn, if ever we 1.eam. ~t then 
again we resent-the intrusion of béing 

". 
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taught, especially to be told what befits 
us. And that may be best. I~ only we could 
be intruded on, if only wa were as sure
footed as we are twinkle-toed and diamond
eyed. 

There have been many injunctione telling 
us to calI a ,?pade a spade. Or a shoveI. 
But that doesp. 't take us as far as the 
shovel does, ~n the. proper hands, when i t· 
digs into loam or grit. And we are so busy 
being rtght àrid honest, and c1ever at being 
right and,honest, that we fail,to realize 
anything out of ourselves that waa worth a 
moment "a effort on our part or anyone else' s 
thereafter.' \ 

But to bring the matter closer to, _rather 
than spread sententiously out like someone 
who"s won aIl the marbles, what gets into 
poetry these days, by and too large, is 
either'B. wad of do~gh that only enjoys its 
own doughy consistency. or auch refinements, 
such icings of the soul, sa Many jimmies 
and gimcracks on the ice-cre~ cone, that it 
is work for a cri tic to sense the poetry for 
the sweet bye-and-bye packed in like a 
Twelfth-night wish. , 

poets, ill-paid and ill-used as they are, 
have lost ·sight of either their proper wages 
and proper uses. 'rhey have only one true . 
labor, to put some humen being out where' 
others 'can get at it and no perversion will 
help but confuse. What we have are poets 
using their poems 'like savings accounts, 
insurance policies or receipts, trying to 
corner the market on Immortali ty... You Wa.ij.t 
ta become Immortel, eh?-~Ok. Stal't at Har
vard. Try a Rhodes Scholarship. Edit the 
School magazine. Win a few priz-es. Study 
wi th Winters at Stanford or Re.nsom at 
Kenyon or crack the big time by' sipping 
c'ocktails wi th Auden and talk Kierkegaard. 
Sour grapes? Baloney! A'll so much evasion, 
fear to get a grip on any single emotion 
or desire, or to find out what i t t's that 
grips., 

~ What we have as à resul t 1s plenty of 
flatulent reputation. But damned if much 
reache~ th~ ear.-that movès or penetrates 
it. Por how ca~a poem compos~d in vacuity, 
sa trimmeà' of passion "and SQ c1>rrect, get 
up on its"hind-voice and roar (as Smart 
long advisitt> or so pleasured, incant a ., 
ditty or. curse or dare to desire. Where 
are the -~otione Pandora freed for us? 
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Wher~ hate,'anger, love that has beenodrawn 
to ~ts well, pit Y sorrow, pain? Instead what? 
Exercises ta keep professors employed and 
students f'ed by the lure of checks-, the 
mechanics of profit, siphoning the Most edu
cat~~ mind-m~rrow off to ~is or that greas
ing factory.Jl ," -

1 Souster, existing outside o,f 1ïhe academic," establishment~~has 
always opposed the acadfmi~ tendency, in verse, and that i<S 

what he is doing here. Jmce again, in the tradition of Law-
1 •• rence and Henry Miller, he is' proselytizing for wri,ting that 

is vital and deals directly wi th human experience. - . 
• , In looking ~t Contact one can see the pull exercised 

·upon that magazine: Co~an trying to influence Souster into 
forgetting:about ~anadian content and 10bbying for a true 
international content, Dudek reminding Souster that the f'irst , ( 

purpose of the magazine was to he1p roster a viable and vital 
Canapian poet!Yo In Combustion it i~ the Corman influence 
th"at has- won out. Combustion iB a Canadian magazine by vir
tue of the fact tftat it waB printed in Toronto and edite~, 

l , 

by a Cànadian'--~ On the' basis of contents i t cçmld just as 
easily have been an American li tt1e magazin~ .• Lookinp; throup;h 
the pages of Combustion one i8., struck by~ much the maga
zine foreshadows those who were to be included in Donald . 
Xl1en's anthology, !h! ~ ~merican Poetry (1945-1960). 
~merican poets Jonathan Williams, Cid Carman,-Charles Olson, 

... I,-..~ 1 _ 

~llen Ginsberg, JaCk Kerouac, Gregory Corso, M~chael McClure, 

131 

Ron Loewi{lsohn,' Denise LeV'ertov, Theodore Enslin, Larry Eig
ner, Gary Snyder,-Fielding Dawson, Robert Duncan, Phili 
Whalen, Louis cZukofsky and Leroi Jones aIl appeAred in ~he 
pages of Combustion.-To ~ great' extent Combustion points in 

the direction of the ~merican influence that was to be sa 
p~evalent in Canada with the young poets of the sixties. Many 
of '\;hese Mnerican poets would _be 100ked upon as the "teachers'" 
of the next g.èneration of Canadian poet's. Combustfon did also 
print the ,worr of' Canadian poets, but one is impressecf by 
the vast ainount of work by this group ofd,Americans and a1so 
by various European poets in translatign; many of·these 
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transla.tions were provided by Cid Corman; in fact Corman 
may be said ta h.ave "edi ted." ,the fore,ign materie1 in ~ 
bustion ,as Ezra Pound "edi ted" the London, poetry in Harriet 

\ 

Monroe's Poetry in 1912-1913. Nevertheless, Souster, in 
crombustion, wes opening up,the poetie atmosphere in Canada; 
in its internationalism Combustion stands as the antithesis 
of Sutherland!s Northe~ Review, Binee it presented trans
lations of Japanese, Ge~an, Chinese, French, Finnish, Italian, 
and Latin American poets. Canadien poets are consJantly 
juxtaposed ~o foreign poets in the pages of the m~gazine. 

Souster ran Combustion mueh in the fashio,n of C~ntact. ' 
Except for '~ommentaryt ~ie own work never a~peared,in the 

-
magazine. There are few editorial sta.tementsj the emphas\s 
is on the auality of the poetry itself. No arguments are, 

\ 

made for an approach to Ca~adian poetry; rather, an inter-
national atmosphere ia posited as an approach. Canadian 
poetry is to be' judged on the basis of international criteria, 
rather than upon a local, parochial basis. Poets who would 
be important to the deve10pment of Canadian poetry in the 

1 

1960's ap~~ared in Cambustion's pages, among them Alden 
Nowlan, Al Purdy, Milton Acorn, Margaret Avison and John 
Robert Co~ombo. In many respects the energy and interest 
generated in Combustion would continue in the 1960 "s. 

7 ' 
~ Louis Dudëk "s Delta was the last significant li,ttle 

ma/aZine to begin pub~ieation in the 1950's. The first 'issue 
of Delta appeared in October of 19~7. Like Souster's 22m= 
bustion," Delta was a personal magazin~{ run under the edi tor
ship of one man ~nd serving as an extension of the editorts 
aesthetio_aensibility and taete. Kgain, like Combustion, 
Del ta emerged in response ta the ourrent environment of 
Canadian poetry in 19·57. But Delta diffe!ed vastly from 

~~ <1Jombustion in that Dudek"s respons~ to the situation of 
Cane.dian poetrY}'1as different. Th,e \opening edi torisl is both 
a cri ti'Cism of ourrent .. Canadian publications, li terary 

1 

Quarter1ies, and li ttle magazines, and a statement\ of in-
tention and direction: 

\ " 
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The premise to start wi th, of course, 
is that there can neverobe too much poetry. 
Even bad poetry often amuses, èxhilarates, 
~irritates or awakens\understanding. Ali _ 
poetry nowadays, anyhqw, is someon'e' s 
effort to save his sou1. 

That is mainly from the poet's point of 
- view. But a magaz1.ne for .other people
ou~~ tà give ressons for\demanding at-
tent1on.· \. 

Delta ls primarily a local affair: it ls 
a poetry magazine for Canada with' a job 
to do here. -Weill ,have, ceI1alnly, con-- , 
tributors and reade~s from outside but it 
is the sttuation in Caneda that brings us 
into,existenc~. Our literary magazines ar~ 
very active et present, but for the Most 
part dismally dull and misdirected; full of 
pretention, stodgy convention, nerrow
mindedneee, lack of scope. Our critics pon
tificate and go wrong perpetually; our 

"young poets .do not explore, do n~t expand, 
do not discover or perfect~nything new. 
So here, tentatively, ,are a few things we 
will do, and not do. . 

Unlike the Quarterlies (ouefnts, Toronto, 
Dalhousie), we will not ponti icate about, 
"The future of Canadian Literature" with
out ,mentioning~ame~ and facts. Our con
tributors will make it a ~leasure and a 
policy to give names end state facts-
even, we hope,'in poems. Our contributore 
will show knowledge of their subject, with
'out pomposi ty, snobbism, or ploying for 
prestige; and they will try to praye what \ 
they sayon the,page. (l'think such con
)f.ibutors can be found.) , 

Uhlike Tamarack Review, we will not pre
tend to be a "big magazine". We will try 
not to pretend to much of anything. We will 
try to publish poeme in w~ich the poet in 
advance tells you: "Reader, l am probably 
neither more intelligent-nor more learned 
than you, but hear me." II( revolution, no 
lèss: 

Unlike The Fiddlëhead, on the other,hand, 
we will not publish pages of asso~ted mints 
without aim or pose. We will not. read 
manùscripts throu h--a screen of anonymity; 
we want to know wh 1e talking and of whRt. 
WeJwant poetry ae levant and 1mmediate as 
the m~st exciting pose writing yo~ can 
"imagine.' (Can such contributor be found? 
Ah! ) ------- ~ 
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Unlike Souster' s Combustion (valuable 
and kindred as that May be), we will not 
stuff our pages ,with translatlon, with 
Jacques Prévert, .!Ren6 C.har', ètc, ~et in 
good or bad Engl±sh prose. The reasons 
for this May be given - to out-Souster 
Souster - in the words of King Alfred, 
himself a translator of note: 'for thara 
wilnunga hie hit forleton, ond woldon that 
he~ thy mare. wisdom on londe waere thy we 
may gethioda cuthon t (which being trans
lated states that the reason the learned 
Anglo-S~xons of yore did nQt do much.trans-

',lating was that they ne~lected!! deliber
atelf' wanting to bring greater wisdom ta 
'Ehe ~ §Z encourag~ns people l2. know !!!.2.!! 
Iangua~es). Let ,this he our pol~cy-arso: 
to reV1ew some books not written in English 
(:) as if there might be a few English
speaking persons in Canada who can actually 
read e.g. French; to publish also the occa-
sional po~m in Frenc~, German, Italian, Yid-
dish, or Russian - if. such should come our 
way (and then, perhaps, to give you a trans-

-~,:lation on the side} •. ~ 
~ To continue with this:'Unlike the Canadian 
Zorum, we will not publish "everything that 
cames in t4,e,mail:" That sort of thing May be 
"very encouraging" but ~ jungle resul ts. In 
other words, we will try to discriminate, ana 
ta' t'ocus. ".' . '1 

F1nally, unlike Yes we shall say No ta many 
thinge. But we sharr-aften say Yes to Yee, to 
Oombustion, to the CanRdian Forum, and~en 
sometlmes ta Piddlehean. . 

" 

In short, this' will Se something'of a personal 
magazine, with an impersonal program. l take 
p'oetry to Mean ~ special form of writing, 
rhythmic, whole, heated by i~agination, but 
with no ~estrictions of su)!ect or form placed 
upon it, and with the same 'tality of interes~s 
that prose has: we must win ack the ground we 
have lost to prose, and discover new graund. 
For this, we want scope, and air, and the 
help of youth. 'Ne want to ac~t as a forum and )' 
an exhibitioq for some correctives to an old' 
malady. We w~t to present examples of fresh 
experiment with poetry. 

We hope that, given time (and we mèan to last) 
aIl sorts of-things Will3~egin to sprout and 
gerrninat'e in this Del ta. 

Jî primary difference betwe'en De;!, ta and Combustion i8 ex-
_ pressed in thi's edi torial, in that Dudek decle,res that Del ta 
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will be "a local affair", a<magazine whose primary concerri 
\s Canadian poetry rath~r tha~ the broad internationa1lism
r~fle~ted'in Combustion. Delta difters trom ~ in regard' to 
th~ djscriminating between what is relevant and important to 
aontemporary writing and what 'is not~ In ma6y respects, Delta 

\ 

is t e fi~st avant garde magazine intent upon rooting itself 
firml' in cranadian poetry. The ma~n body of writing that ap

in Delta was Canadian i~ origin and sensibility; at 
e time, Dudek tried to maintain a level of awareness 

of developments taking place in wri ting ou<tside of Canada. 
Because of Delta's d~dication to native writing, along with 
an equal refusaI ta relapse into isolationism, it stands as 
the most important magazine of the ~, Combustion, and 
Delta group. 

rt was the intention of Delta'to inject ,sorne vitality 
. into the Canadian literary scene, to try to redirect the 

J 

rout& of Canadian ~oetry through pertinent articles and 
critiçism (usually written by Dudek), and ta try 1;o\:foster 
some energy and promote new movements among the. young poete. 
Delta' published a si~ificant number of younger poets, as 
weIL as those who had begun writing in th~ 1940's and early 
1950's. Young poets such as Daryl Hine, George Ellenbogen, 

\ 
Michael Gnarowski, Al Purdy, Mil~on Acom, John Lacha, Alden 
Nowlan, Gerry Gilbert, Joan Finnigan, Sylvia Barnard, Mal
colm Mill~r, Michael·Malus, Marquita Crevier, John Robert 
Colombo, Lion~l Kearns, David Solway, George Bowering,'Anne 
S'zumigalski, Margaret Ntwood, Frank Davey, Gwendolyn' MacEwen, 
J ame s Reid, Red L~ne, .T ohn NewIove, Alan Pearson, Raymond 

'\ .... , 

Fraser, Pierre Coupey, Harry Howith,. Tom Marshall, Steve 
Smith, Victor Coleman, and Seymour Mayne aIL ap~eared in the 
pages of Delta during its nine year run of 26 issues. DÙdek 
was very much concerned with encouraging t~e<young writer, 
as ~as also evident in his print~~g the books of young 
wri~ers in the McGill Poetry Series and later with,Delta 
Canada Press. When a new movement became evident in Vancouver 
wi th the publication of !!.!!.h, Dude~ was ouick .fo,·devote àn 

\ 
\ 
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, issue ,to the new Vancouver poetry and to have the editor of 
, , 

Tish, Prank Davey, make the selections (#19,'October, 1962, - " 

~ Vancouver poetry). Al though Del ta wes very mucll a maga-
zine edite~ by one/individual, it wes incredibly open to 
contributors. Though Dudek was, by predisposition, a'social 
realist, he wes willing to print those who did not belong 
to the same "school'" of poetry. In the -t:irst issue of Delta, 

. ~dek reviewed F.R. Scott's ~ Eye 2! the Nçeedle and Jay 
~acpherson "s !h! Boatman; in this review he attempted to 
re-evaluate the eurrent critical perspectives on these two 
books by pointing out the inherent value of Scott's exper-

, . 
imental and realist book (one he was obviously more in 
sympathy with) and the defects of Miss ~acpherson's formaI 
mythopoeic work.~~et,.despite this crtticism, a healthy 
sampling of h~r work appeared in the next issue, illustrating 
that the'editor was not restrictive in the type of .material 
he would print. / 
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A:lthough Dudek ean be co~sidered to be so~ewhat "liberal" 
his~elections of material for Delta at '~imes, this by 
mean~ sugg~sts that he was publishing an ecleetie magazine. 

In numerous editorials and articles he expressed his position 
on the eurrent etate of the arts. In several articles ("Jul
ian Huxley, Robert Graves, and thé Mythologies" Delta #4; 
It'Prye Jtgain (But Don't. Miss Souster)" Delta #5; "Northrop ~ 
Prye's Untena'Qle Posit~ion/t Delta #22) he dispute,d the 
mythopoeic, doctrine of! Northr,op Frye, e.rgu~ng a,gainst Prye"s 
contention that li terature exists, a,s a self-enclosed world, 
a wor~d in which it is continually relating to itself, and 
bears no relation to\life. DUdek, ever the rationalist, was 
convinually to ar e 1~ favor of a rationalistic approach 
to poetry, ~s again '~e mythopoeic approach of Frye and 
the Canadian poets who \ een influenced by Frye's theories , \ 

(James Reaney, Jay MaCPherson~,arid E~i Mandel~ being the chief, 
"disciples" at the time)., fe was also to defefld the free
verse form in poetry .again~t the reactionary pull of the 

\ 

1950'8 that was evident in aIl North American universities, 
\ 

, 
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a movement back towards more formalized structures. Dudek 
also continued to investigate the relationship that exiBt~ 
between literature and the commercialized prese. He faug~t 
a constant ~ettle for freedom, honesty, and integrity' in 
p~etry, oppasing what he saw to be fallacious approaches 
and dQtrimental structures. 

Hy the time that Delta printed its lest issue in Octo
~ 'ber of 1966 the general atmosphere of Canadiari poetry had

changed significantly. Many of the young writers Dudek had 
included in Delta had begun ta develop their own individual 
voices and had begun to define 
Delta played an important part 
by providing a bridgé from the 

a new age in Canadian poê'try. 
in the new poetic developments 
developments of the fifties 

into the 1960's. The sixties would present new schoole of 
poetry within the context of new little magazines. T~is gen
eration would draw thei~ inspiration from a wide variety of 

.. 

\ , 

1 
! 
l 
1 . 
\. \, 

sources, but an indigenous tradition of poetic development i 
via the medium of the li tt~~agazine in Canada and à Mop.em- j. l, 

ist ~oundation would already have peen ~~~o~~ l 1 

by the pr~cedi~ groups and m~g .. rin... -----j--l 
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CHAPTER PIVE 

NEW WAV,!! CA'TfADA 

Strugg1ing to keep Modernism alive in the 1950's, 
\ - .. 

Dudek and Souster and the other magazine editors cou1d have 
had no idea or foreshadowing of the vast- .li terary prolifer-. . 
ation that was to follow them in the succeeding generation 

140 
\ 

of the 1960's and 1970's. In the 1960's the COUXBe of Canadia~ , 
poetry c~anged radica11Y. In terms of the sheer quantity of 
books and magazines, that period saw an increase in publica
tion that must stand close to the 1000~ mark. Irr a country 

-where great pains had bee~ taken to establish poetry as 
som~thing valuab1e and vital there.was sudden1y poetry every
where; indeed, Canada at times seemed as if it had beèome a 
country of poets. In addition to producing a vast quanttty 
of pdetry~ the ~±xties saw radical shifts in aJsthetics, in 
that the PQssibi1ities for poetry, the ways in which it 
could b~ wri tten, widened considerabl.y-. The different e1e-

\ 
ments that had been evident in early Modernism began,.at 

" long 1ast, to manifest and combine with the innovatiQns of 
later poets and poetries. 

Thet:e are Many factors that go into exp1aining th:e sud
den poetry exp~osion in the 1960's and these are worth con
sidering before attempting to make sorne sense out of the Many 
litt1e magazines that have appeared over the 1ast twenty 
years. Economie, sociological, educationa1, statistical and (// 
techno1ogica1 deve1o~ments a11 ha~ a bearing on the evolution
of Canadian poe~~ during this time. ~ithout becoming too 
deeply invo1ved in the socio1ogy of literature l would like 
to i1luminate the more important changes. 

The simplest point ta be made about the 1960's ie that 
it was the time in- which the post-war "baby boom" generation 

p " ..~ , 

began to come of age. Sudden1y there was a population bu1ge 
that began to ref'lect i tee1f in- al1 aspects of society._ This 

-' 
,sjmply meant that there were more people avai1ab1e to aIl 

\ , 
occupations and.areas of interest; hence one wouid be able 

1 
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to pre di t on this ground alone ~hat there would be more 
young pe ple wri~ing poetry. Yet the number of poeta suddenly 
writing i Canada at this time~seems ta increase all out of 

14~ 

proportio , indicating that there are sorne other causes at 1 

work. \ 
The 1960's were years of s1gnificant social change in ' 

North .Kmerica". In the United. States, the Civil Rights 'move
mè~t and the Peace movement h.eld "the spotlight in the poli t
ical arena, while rock music and a whole style of life that 
seemed tq· ~~em frQm i t, or to ace omps.ny i t, affected a 
changing mo~ality; this new morality embodied changes in 
se~al mores, in physical appearance, in attitudes toward' 
work and the job market, and in the use of drugs., An American 
g~eration which grew up in affluence seemed to reject that 
~fflu~nce as well as the morality and the exploitative eco-
~ . \ 

nomic system that had produced~ealth. Much of that diss~t-
isfaction with the social system was directed at the edu-

/ 

cat~onal institutions since these, it was argued,~ngaied in 
war research and shaped students to the society's needs. 
Indeed, universities felt the force of the new social ~~eaval 0 

more than did the business interests wh1ch'dominated the 
war ec onomy • 

In the universities, Many studen!s turned their backs 
on the business interests of their parents' generation and 
co'ncentrat~d on the a.rts and"humanities. Wi.thin the univer
sities more emphasia began t6 be placed upon i~div~dual 
creativity than in the past, with arise_in creative.writing 
classes, classés in aIl aspects of fine arts, even handi-

~ 

crafts. The university peop~e of the 1960's were never very 
far away from the aot of creation, and the num~er of'young 
poets, artiste and a~isans multiplied. ,. , 

All of these soc~al changes in the United ,states made 
their influence felt in Canada as welle Students demonstrated 
against the war in Vietnam and held ait-ins at universities, 
even if they were merely a neighbour of the offendimg imper
ialist ~ower. Changes in behaviour among youth' became evi-
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dent in Canada as weIl as in the United States • 
.-....; 

For the young artist, economic conditions in Canad~ werê 
alsa changing significantly. In 1953 the Massey Commission, 
after a two-year study, recommended that a governmental body 

1 

be fa:nned ta faster and promate the stud'y and enjoyment of 
work in the arts. This recommendation resulted in the forma
tion of the Canada .c ounc il , which be-gan i ta operationé in 
1957. Although it began by offering assistance to large per
forming institutions, it gradually began -ta offer aid in 
the form of grants to writers and publishers of books and 
periodicals. The young wri ter and magazine edi tor in the 
1980'8 had a financial resaurce av~ilable to/him that had 
not been available before. 

A final point worth cansidering is the revolution in 
printing that accurred in the early' 1960's. This made a 

\ 

,new process, photo-offset, readily available' to those who 
could buy the printing equipment itself or hire-B printer ta 
do the work. This technological advance was ah important one 
because i t broke g'raunq into -a, much faster and chea-per /method 
of printing thantletterpress; in fact it has'made possible 
instant-print fac~lities for 1ittle magazi~e publication. 
The photO-offset revolution of the 1960's followed auick1y 

, , , 

on the heels of the mimeogra~h revolution ~f the 1950's, and 
sa made a broad range of new printing facilities avai1able 

, . 
ta the burgeoning young poet or group of poets. 

What we find then, in the generatian of'the 1960's, is 
ft body of young people who; in detective story parlance~ had 
opportunity, motive, and we~pon. As a'generatian that valued 

1 

creativity and the act of tfdoing your own ,thing", with a new 
wor1d view and a set of', aesthetic and' social values to get 
~crosa, they also had access to funding and a fairly inex
pensive print technology. Living in a time of affluence and 

kllange t,hey atood in possession of an opportuni ty. AlI signa 
~ed to indicate that the time and the country were ripe· 

~ -
for poetry. 

'" Whereas the little magazines of, the 1920's and those 
,D 

(-:' 
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,- following. up to the 1950's, ~re easy to chronicle and assess, 
the magazines of ~he 1960'8 and 1970's are a bibli'ogr~her's 
nightmare, and they 9all for a_ selective evaluation rather 
than copious inclusion. An entire volume could be devoted to 
an inç,exing of the"magazines of- this period, another volume 
to a critical evaluation of the magazines. It is my inten
tion, then, to plot a course through the 1abyrinth ~f little 
magazine publication of the last score of years in ~n attempt 
to emphasize the on-going Modernist development thet has taken 
plaée in a fairly small number of them. It 1s the development---_ 
~f Canadian poetry withih the pages of the litt1e magazine 
that concerna us here" and so the objective must be to find 
a focus in'the significant literary movements of this'period 
and in the magazines where the~e movements wer~ realized. 
Specifically, we are concerped with following the Modernist 
line-of-succession in Canadiàn poetry. Yet, before proceeding 

è ~ 

with this task, sorne light can be thrown on the little maga-
zine movement as a whole for this periode 

What we have witnessed in the proliferation of little 
magazines in the 1960's and 1970"9 is a kind of burgeoning 
of Canadien literary life. The writing of poetry is no longer 
concentrated in major city centers but has extended across 
the co~try ~nd aven ipto the terri tories. Every little 

, 

magazine that appears has its Qwn specifie usefulness to 
the' poet9 whose work it promote"s-- and to the community in 
which i tappears. Hundreds of ,~~azines have appeared during 
this periode A short list, limitë~ to those that have regis-

,., tered sorne impact, would include the following: Island, !!2:: 
~t Cataract, Evidence, Alphabet. ~ 01ntment, <>Ganglia, 
GrOnk, !!!h, Ima50~ 0Ean Letter, Intercou~set Blackfish, 
~i!ilante, Repository, Grain, Applegarth's Pollies, Cop~er
field, !! needs' II ~ ~, Noz;-thern Joumey, ~he_ Golden 
D-og, CrossCountry, ~ Mo~thly, ,Anthol, !!,!:. Wh! te Pelican, 
Q!!!, Ingluv1n, Booster & Blaster, !h! ~ Company, lt Pulp, 
S'ouare ~. - Bdge, 'eed, Mountain, Hyphid, .!!' Kontakte, 
versus, 'Porcepic, El1.ipse, ~, Blàck !2!!, 'Stuffed Croeo-
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~, Mouse ~, tlh, Boreal, Matrix and lli Front. The,re 
have been! of co~rBet Many many 'others_, __ .ea~)1 serving its 
own function. The range has been very wid~: there have been 
coterie magazines (~, 2:E.!!!" Letter, ~ Cataract h eclectic, 

= magazines (Grain, Evidence', ~~~': CompanY) f magaz.ines , 
with a regional orienta.tion (Salt, ,Copperfield: B.C. Monthly)" 
magazines printing concrete poetry (Gront, what 1s, Svanish 

;: --
Fleye), th~se emphasizing a poliey of ~ilingualisœ (Ellipse, 
'rhe Golden Dog, ,Boreal), those foeussing' on the relation be-

°tweep poetry and poli tics (Alive, It needs to È! ~ai~), those 
that are anti-nationalistie (CrossCountry), those filled 
with Itserendipity" (A:pplegarth"s Follies, !!!), and even some 
that try ta develop ser~ous Canadian critieism (CVrI). Add 

, -. 
to this the many campus eelectic magazines, and we have a 
'very broRd p'anorama of li terary aeti vi ty. If Many of the 

. 0 
magazines asp-ire to be eonventional li,terary journals rather 
than true 'fighting little magazines, they at least aIl ahere 
a eommon eommitment to literature. 

\ \ 

It is important to recognize ~hat the m~gazines of the 
sixties al1;d seventi9B/ that we will be looking, at are all,,' 
in their kind, avant garde periodie~; they continue to' 
pioneer, to argue a~d debate the ground rules of poetry and 
the validi~y of specifie aesthe~ie programs. Of course, mueh 
of the magazine aetivity in general falls outétne -this range; . . - . -

by and large the' majority of magazines appearing toda:y se,em 
- , 

tQ operate on eeleetie prineiples. Though interesting, they 
Iack the bite of the magazine that promotes a shared aes-
thetic.or specifie point of view or orientation.' .. 

Before moving on to a diséussion/of the major magazines 
\ 1 

and movements .of th1s period, L would like to briefiy, make 
mention of a few magazines that helped to create the.early . , -

" atmosphere of these times. These are significant ,magazines, •. 
yet they do not répresent the Most dynamic work of the era. 
Undoubtèdly, ther~ are other magazines that could be singled . .' 
out as weIl bu., in a sense, they share ~he sarne history as 
those being diseussed. Most of these m~gazines appeared in 
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( the" early 1960'8 when Canadian poetry was in t:t;ansi tion. 

/ 

/ 

1 

The fi~st magazine worthy of mention.is Teangadoir, . , 
-originating out of Toronto •. Teangadoir, edited by Padraig 0 
Broin and Hazel Yake, began publication in 1953. For the 
firat four volumes of its existence it ~as a Celtic literary 

, . 
jou~al. With the beginning of the fifth volume i~ July of 

, " 

1961, the magazine reoriented itself to the presentation of 
Canadian work. This was due, irr part, to the extensive read
ing series th en taking place' at the Bohem'ian Embassy. 

The magazitte's format was a small g~stetnered pamphJet 
with a wrappin~ paper cover. Throughout its fifth volume it 
publiehed work by 0 Broin, Gwendolyn MacEwen, Luella Booth, 
Fred Cogswell, G.C. M~ller, Al Pu~dy, Alden Nowlan, George 

.. t.:;-.....-~~~ 

-Bowering, Milt6n
q 

Acorn, <,Joan Finnigan and Gregory Cook. The 
March 1962 issue carried a review of the récently pub1ished 

" antnology poetfl 62,which featured,work by some of the more 
• " <, 

accompli shed members of the new generation~ 
~idence began as a rather lackluster àuarterly pub-

1ished in Toronto (the first issue' ap'Pe>ared in November 
'\.. \., / 

of 1960) e~i~ed by; Ken.lj1eth Craig, ·but s~on beèame, under the 
editorehip of Allan Bevan, one of the more important little 
~agazines of the early 1960's. Nc1eetie from the start, 
Evidence'published a wide "Variety of w?r~~f varying aes
thetic orie~tations. Printed in<.a slick, professiona'l looking 
format. the magazine served as an interesting crossroads for 

\ 

the different literary movements of the time. Poete from the 
Tish, Moment and Cataraut groups aIl appeared within its 
- 'p 

pages. For many of these poets Evidence provided a first 
opportunity to see their ~ork in rea1 print aa op~osed ta 
gestetner or mimeographed form. 

V' 

Issue #5 and 6 are good examples of the magazine's ec-
lecticism. In issue #5 we find a story b~ George Bowering, -/ 

poems by Euge~e McNamara, Al ~rdy and Bryan McCarthy, and 
- ./"\ 

an eesay by Milton Acorn ~ntitled "I Was A Communist For My 
Own Damn Satisfaction." Evidence #6 featured poems by K. V. 

/ • l 0 , -

Hertz, Purdy, James Reaney, Acorn, Alan Pearson, Lay ton, 
" 

-\ 
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David McFa4den and George Bowering as weIl as a secti~n by 

Lionel Kearns, "Stacked Vers,e •• a defini tion and four poems," 
Interestingly, some of the Most accomplished essays written 
during this period by the Tish poets appeired in Evidence; -besides that of Kearns we find Bowering' s "Poetry & .th~ 

Language of Sound" in issue #'1, and Davey' s "Rime,' a Schol
arly Piece'" in _isS11e #9. Beginning wi. th issue #6, the maga-

f 

zine featured a lively review sectton. Evidence #7 featured 
f 
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"Poems by the Ladies" which included work by Phyllis Gottlieb, 
Margaret N'lrison, Elizabeth Brewster, Jay Macpherson, l4argaret 
Atwood, Denise Levertov, Miriam Waddington and Gw~ndolyn Mac- ~ 

EWen. 
Besides editing the magazine alone from i~Bue #5 on, 

Bevan also pE!rformed a great amount of the production , " 

work. What started out as a\auarterly auickly slowea down to 
, "being 'a ma~azine with a more sporadic appe~rance Bchedule. 

/ 

The edi torial in issue #9 began by indicating that the ninth 
issue could possibly be the magazin-e' s last; Bevan then went 
on to detail some of the frustrations he had encountered in 

1) ~ • 

bringing out the magazine: the amount of time involved, the 
1 _ 

lack of interest on the part of the academic community, and 
the generally unfavorable atrnosphere for literary composition; 
'on the -positive side Bevan e~pressed the satisfaction he felt . '. 
in having brought out good work and ~n h~ving made the ac-
quaintance of several of the writers. Issue #10, which ap
peared in 1967, carried an insert sheet which apol~gizeœ 
for the long de~ay between issues and announced again that. 
this was possibly the last issue. This'time it waB. Evidence 
had, in faet, o~tliv_ed Many of i ts c,onternporary publications 
and had. published a considerable body of significant work. 

One of Evidenee's contemporaries'was Mountafn, ed1ted 1 

,by ~avid Mc Fadden ,out of Hamilton, Ontària. ~he first issue 
appeared in May of 1962 and carried the fOllowing editorial: 

ri 

-' MOUNTAIN aims at a lively review of currént 
poetry. &ight~ssues will be publièhed in 
the group, st 2 to 3 month intervalB.· Each 
will contain 40 pages full of poeme by 

If 
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~oets, the odd book review, and a short 
(if ,you·re 1ucky) éditorial. At ~he end 
of 16 months the faithful reader should 
have something to keep, still on the 
pages or in his heart. • • 

, , , 

M9aNTAIN has very definite and rigid edi
torial ~tandards," but they change from day 
to day. 

\ -

McFadden started Mountain with a specifie number of issues 
in mind rather than conceiving of a m~gazine of an infinite 

/ 
run of issues. Distri buted Dy mailing list, the magazine was 

gestetnered on 8i by Il sheets which were folded in the mid~ 
dIe and stapled. 

Like Evidence, Mountain was extremely ecIectic. The 
" first issue carried poeme by Kcorn, 0 Broin, Davey, MacEwen, 

Weh, Hertz, Raymond Fraser, John Robert Colombo, David Cull 

"-
~ 

l4t 

\ 

( , 

and Seymour Mayne. Although MéFadden's own poems were occasion-
a1ly appearing in the Vancouver n~wsletter Tish, McFadden; as 
reflected iri the second issue's edito~ial, tended to shun a 

n 

group orientation~ 
o 

To my mind there are sorne fasc~nating 
things happening in Canadian poetry ••• 
Canadian lettera seern to be throbbing with 
a sense of life-essence, and sometimes with 
art •.•• However, the old-bugle calI of th~ 
flock instinct is still being heard by sorne 
of the younger fIedglings. They seek' to 
muffle or justify their individual voiees 
by becoming groups, their tones bending to 
a common faulty chord. What will happen? 
The groups will eventually disband and old 

, ,poets will once more waIk2the streets flock-
rlëss with burnt-out eyes. ' 

This anti-group orientation is again made evident in a re
view of Frank Dayey's D-Day ~ After, which appears in the. 
sarne issue, in which' McFadden says: 

/ 

N first book by a talented young poet must be 
read for its own sake and not the sake of some 
stupid group of would-be Shakespeare assassin~ 
to which he",is, or usually il)3, attached. One 
miraculously-flowering, potato-peeling monk is 
far superior to the big sprawling mo~astery 
walls and gardens. The monastery 1e convenient 

\ 
----~----~----" .. _-._-_... _ ..... -----------.. -
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and comfortable and anonymous. The real work 
goes on individually, quietly, inwardly~j 

McFadden backe up his assertion of the individual talent by 
~resenting fo~y-four poems by K.V. Hertz in this issue, as 
weIl as poems, by: Bowering,. PUrdy, Fraser,- Newlove, David 
Dawson and MçFadden himself. 

In issue #3 we find a large selection of ,McFadden's own 
early work which he presents as a centerpiece-giving a clearer 
rationale to the magazine. We can speculate that he was, at-

148 

thii time ~ look1ng for a more defini te focus for the magazine, or' . ' 

else just had a large bloc of poem~ that he felt 1ike ~ub-
1ishing. 'These ~oems are accompanied by work from Purdy, Mac
Ewen, Bowering and others. 

The final issue of Mountain (#4) appeared in October 
~ 

of 1963. rt i~ a slimmer issue than the other thre~ and in-
/ 

cludes a note which cal1s for poets to send poems. Most of 
the poems in this iS,sue are by McFadden himse1f and we see 
the magazine losing the motive power that it hed in its first 
three issues. McFadden himself must have fe1t this 10ss of 
power and rat~onale for 'he terminated th~~gazine ,after 
this issue. On thè whole, Mountain wes ~v-~ry magazine-that 
ref1ected its editor's searching eClecticIsm and commitment 
to individua1 poets and poems • . 

Moving to the west coast, therel is the founding of Talon 
in vancouv;r~n 1963~to considera Talon began as an fndepend
ent non-profit maga~ne owned and published bV students ~ith 
the purpose of providing students '~wi th a medium for free 
expression. ,,4 For the first two years of ite existence the 
magazine devoted i teelf to student wri ting. I~ May of 1964' 
David Robinson joined the Talon staff. Beginning in the fall 
of 1965 already established'young writers, such as'Seymour 

/ . 
Mayne and John Newlove, began to appea~ in the l!lag~~ 

_ Wi th the beginning of- the magazine' s 'fourth volume in 
• 1 

1966 we notice significant ,ch~nge,s. Now being edi ted by 
~im Brown, Talon published work by Patrick ~Rne, Barry Mc

\ . 

\ 
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Kinnon, Helene RosenthJl, Seymour Mayne, Tom Marshall, bp 
Nichol, Raymond Fr~sèr_anù David Ph~lips~ Robinson rejoined 

, ~. 

the magazine as editor in the sec~~d issue' of the fourth . . 
volume} that issu~ included poems by bill bissett, Fred 

~ -", 

Candelaria,(~. Michael Yates and Ken Belford. Talon was be-
ginning to open itself up to the wider contexts of west coast 
poetry. 

In the third issue of the fourth volumes, published in 
1967, we find an important notice: . 

\ 

THE EDITORS' WOULD LIKE '1'0 ANNOUNCE 
, 1 

TALONBOOKS a new series of books pubtished 
joi~tly by TALON and VERY 
S'l'ONE HOUSE5 

Th~s'notice signaIs the beginning of one of Canada's Most 
. important,literary presses to date. The chknge in editorial 
direction that Brown and RObinson engineered brought the 

'magazine into the larger context of what wes occurring in 
British éolumbia writing; out of that emanated the/desire 
and machinery for a ,sma11 press involved in producinp; bQok
length volumes of poetry. Talon is an example of the literary ,. 
magazine that exists as a jumping off potnt 'to the literary 

\ 

pr~ss • .. 
< " 

What these four magazines aIl share is an eclectic policy 
and a commitment to serving the needs of literary co~unity, 
whether it be local or national. These are functions that 
Many magazines serve and which gives them a significant part, 
to play even although they ar~ not pioneering avant garde 
publications. 

In the chapters that follow discussion will,fo~us on 
magazines t~at have broad'tnihg the range of ModerniAt tech
niques in Canadian poetry. Magazines like ~lphabet, Tish, 
Open Letter, GrOnk and ~ Ointment present new aesthetic 
orien1;ations striving for articulet,ion. ,In the chapter 7,on
cerned with,Montreal ~oetry of the 1960's and 1970's'we will 
see the transitional Changes that can occur in a literary 
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1 

communityand its'magazines. Finally, the last chRpter will 
diseuss the position and r6l~ of th~ little magazine today. 
What will become.clear in the~e chapters is that what Raymond 

, t! D ~. 

Souster, in hie landmark an~hèrlogy. calleq "New Wè:ve Canada" _, 
has provided this country with a whole ne~ period of Modernist
evolution. 

\ 

• 1 
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CBAPTER FIVE FOOTNOTES 

IMountain, no. l (May 1962), inside front cover. 

2Mountain, no. 2 (August 1962), inside back cover. 

3Mountain, no. 2 (A)lgust 1962), inside back -cover. 

4Ta1on, no. l (1963), p. 2. 

5Ta1on, 4, no. 3 (1967), inside front cover. 
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CHAPTER SIX 
\ 

THE ICONOGRAPHY OF ~HE IrAGINAT+ON: ALPHABET 

... c \ 

The first thirty years i of Modernism in Canadian poetry 
reflect either a predominan~IY metaphysical or a social 

\ 

realist orientation. The Mc~ill metaphysicals of the 1920's 
(Smith,. Scott, Kle~n, Kennedir) found much of their early 
influence in the satiric!: poefry of Eliot and .the lyrical 
precision of Yeats and the ~~agists; their early political 
commitment also cannot be ov~rlooked. In spite of Yeats' 
influence upon Smith and the linfusion of Frazer' 6 lli Golden 

, , 

Bough, by way of Eliot, in Le? Kennedy's !h! Shrouding, the 
tendency towards symbolism an~myth did not take root in 
early Modèrnist Canadian poet~. A ful~ retinue of classical 
allusions can be found in Smith "s verse, but on the whole 
the group strived( for a dry, austere cri tical p'oetry which 
reflected very much an awareness of the age in which they 
lived. The commi tment 'ta social and poli tical reali ties that 
was ta come ta full flawer in the saciai realism of thk 1940'6 
was ve~ much in evidencé in the early Modernist efforts in 
Canada. 

The social realist m9vement of the forties brought home 
a determination to write about the realities of modern life. 
The effort t6 bring poetry out of the ivary, tower and down 

/ 

into the street that hed begun wi th the McGill group "became 
.more fully realized in the 1940's. In the poet~ of the ~ 
~ group, particularly in the work of Patrick Anderson, 
tlle. striving for a cultured tane and an ,air of erudition was 
still in evidence, but tHe work of poets such as Dudek, Lay~ 

'\ ' 

ton and Souster incorporated the language of common-speech 
.in all of its beauty and ev en in its vulgarity. Time and 

time again these poets hammered home their desire for a 
, . 

\ ' direct poetry of first-hand experience. Theil' prime motiva-
tion seemed tO\be to break down the barrierslbetween life 
and art, ta let life be fully represented in art. They fought 

, . 
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for a freedom of form and content on bito the 1950 ',s, , when 
~. 

a new tide of acadernic conservatism was washing across 

North America, allying themselves for. a time wi th the AmericA.n 
" 

_ Black Mountain group wi th whom they shared Ezra Pound and 
1 

William Carlos Williams as primary libera~ing influences. 

We can.see in' the work of the ,mettphysica1s and the 
r social rea1-ists a disp1ay of severa'l e'fements that were 

prevalent in the lit,erary Modernism of the early twentieth 
~ 

century: satire, imagistic precision, a throwing down of the 

~cons of High ~rt, a revolutionary attitude towards both 

poii tics and poetry, a commi tment to "Make i t new," and to 

put forward a poetry that presented "No ideas but in things." 

Theae elements. however, wer-e not an exhaustive catalogue 

of everything that Modernism had come to represent, and in 

Cenada of the 1960'8 other Modernist tendencies began to 

Bssert themselves. Sorne of these tendencies were, in fact t 

simp1y other areas of interest taken from early English 

Modernists. In the imagism of H.D. and Richard A1dington 

we cran already see a p'redisposi tien toward myth •. The mythic 

backdrop that exists in the poetry of Eliot and Yeats and in 

the prose of' J oyc e, reflects the modern t emper as 'much as 

E1io:t' s satiric tone, Yeats' passionate speech, and Joyce' s 

intense prose style. With hindsight one can easily point out 
r • , 

that this element in Modernism--the mythologicRl--was bound 

to eve~tually become an influence upon Canadian poetry. 'Ni th 

the dissipation of leftist political fervour that foll~wed 

the events, of the second wor1d war and a return to more' 

nO,rmal condi tion~, and wi th an . 
coming prevalent in the period 

, -
tism th~t bécame the 1950'6, a 

increasing ac~demic bent be

of entrenchment and conserva-
" 

symbolic and mythic poetry 

for Canada arrived at a time favorable to its birth, with 

Toronto cri tic and scholar Northrop Prye presiding as mid. , 

"ife. 
~e stature of Northrop Frye as an important twentieth 

century 1iterary cri tic ie weIl found!!d. His ee-ntra1 

work, Jtnatomy ~.!: Critioism, brought him international ac-
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c1aim as a leading li terary theorist. What must be noted 

. r' 
in this context, however, 1s tpe impact that he has had 
upon twentietJ:i century Canad:lan poetry. Al though he has 

written important essays on Canadiari'literature and he has 
been, perhaps, the Most comprehensive critic of Canadian 
poetry during the 1950' s (see 11iS' "Letters in Canada" re

views in University of Toronto guarter1l tram 1950-1959, 
co11ected 1n'-'l'he ~Garden), it 1s Frye's "theory" of 

1iterature as set down in his Anatomy that has Most inf1u

enced the aesthetic concerns of a number of Canadien p,oete. 

It seems, therefore, ap-propriate to devote --a few pages to a 

discussion of Prye's Anatomy and his ce~tral hypothesis of 
li terature before turning to 19i ve an accoun:t of t·he poets 
influenced by Frye who congregated about the mythopoeic 

li ttle magazine A'lphabet. 

~ In !!:2!!! There To ~ Frank Davey presents a tidy 
breakdown of the contents 0; Anatomy of Cri~icism: 

\ 

The Anatomi is div1ded into four essays, 
"Historica Cri ticism: Theory of Modes, fi ". 

"Ethica1 Cri t1cism: Theory of Symbole," 
"Archetypal Cri tic1sm: Theory' of Myths t" and 
"Rhetorical Cri tici.sm: Theory of Genres." 
The firet essay proposes a classification of 
literature into myth, romance, h1gh mimesis, 
low mimesis, and irony according to the rè-
1ationship between the hero and both his ' 

'fellow man and environment. The secondlpro
poses the classification of writing as literal, 
desc riptive, \formal, mythical, and A.na.gogic 
and argues that "literature" comes into being 
as wri ting movEtS from the "discursive" or 
"literaI" phase, toward. the FlnRgogic and thus 
becomes'increasïngly indirect in its signifi
cation. The third eseay suggests the contin
uing presence of myths and archetypes in 1it-
erature of a1l modes and genr.es ,through the 
procese of "disp1acement", and the conseouent 
presence of Classic~l and Biblical my.th 
within all western 1ite-rature. The fourth 
essay attempts to dietinguisn between literary 
forms largely on the basie of rhythm; t~ 
rnythm of ~ is recurrent, of prose...,fiction 
continuous~ drama decorous, of lyric a~soci
ative, and of non-li terary prose logic,al. 

, J 
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Interesting1y enough; al1 of Frye's theories about 
1iteratur~ spring from his desir~ to develop criticism_as 

>, 

a science or field of endeavour on its own. Frye's prime 
motive seems to be to revamp critici~m, which he finde in
adequate1y Jorganize<!_, for the task of addressing i tself 
towards literature; he contends that too often the cri tic 
must adopt the orientation of ei ther history -or phi1osophy/ 
in order to approach the literary work to ana11ze it. In 
addition to this, Frye finds that ,there is too much of a 
distance operàtive in the roles of cri tic as scholar and . 
~a public cri tic, the former being one who "studies" li ter-
ature and the latter being one who passes judgment upon it. 

, 
Although he finds sorne worth inherent in the New Critics, 
he gees their orientation as only a starting po~nt: 

It ia right that the t'iret effort of cri ti
cal apprehension should take the form of a 
rhetorical or structured analysis of a w.ork 
of art. But a purely structural approach has 
the same limitation iacriticism as it has ia 
biology. In itself it is simply a discrete 
series' of analyses based on the mere e~istence 
of the literary structure, without developing 
any explanation of how the structure c~e to 
be w~at it was and what its nearest relatives' 
are. 

In attempting to stake out a claim for criticism as a science 
of its own, Pry~ insists upon the separation of art from 
the systematic study of it whioh is criticism. He main-
tainœ that one-cannat teach~~iterature but o~ly the study 
of it. 3 In re1ati~n to 1iterature, he believes that "the 
critic should he able to construct and dwell in a conceptual 

,universe of his own~,,4 Stating tirst tl;lat.a "theory of 
criticism whose principles app~y to the whole of literaturé 
andaocount for every valid type of cr~tical procedure is 
what l th1nk A:ristotle meant by poetics,,,5 Frye then goes 
on to make the following observation about the etate of 
crit~oism:' ·.·.,0 .... 

/ 
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It occurs to me that literary criticism 
1s now in such a state of naive induction 
as we fin4 in a primitive science. Ite 
material~; the masterpieces of literature, 
are not yet regarded as phenomema to be 
eXplained in terms of' a conceptuel frame
work whicn. cri ticism alone possesse s'. They 
are still regarded as somehow conat! tuti~ .) 
the framewot-k or structure of criticiam. iJëb'1 ... 
welle l suggest that it ia time t'or criti- '" 
cism to leap to a new ground from wh~ch it 
can d~over what the organizing or con
taining forms of' its conceptuaJ. framework 
are. Cri tic"ism geema bad.ly in need of a 
coordinating principle, a central hypothe
sis which, like the theory of evolution in 
biology, will see the phegomena it deals 
with as parts of a whole. 

Prye tends to continuously fall back upon camparing cri ti-
-

cism to science; he , again utilizes the comparison when stat-
ing that the "firet postulate" in attempting ta organize 
criticism nis the sarne as that of any science: the assump-' 
tiortJ of total coherence ... 7, 

Frye's attempt to locate the central hypothesis for 
criticism"takes him into a conside~tion of poetic image: 

We say that every poet has his ovm peculiar ' 
formation of images. But whe~ so Many poets 
use sa Many of the same images, surely there 
are biggér criticsl problems involved than 
biographie al ones. A~ Mr. Kuden's brilliant 
essay The Enchafed Flood shows, an important 

t symbolll'ke the sea cannat remsin wi thin the 
poetry of Shelley or Keats or Coleridge: i t 
1s bound to çexpand over many poe~s into azr 
archetY);lal sym.bo~ of li terature. 

prye deftnes symbol as Itany li terary s~ructure that càn be 
isolated for cri tical attention.,g and archetype as "a sym

bol which connecta one poem with another and thereby helps 
ta unify' and integrate our literary experience ... 10 Frye sees 
arehetypal criticism"as an attempt "ta fit poemS into the 
body of poetry as a whole~ .. 11 j 

, j /' '1 

He seet:J archetypes as an essential part of" the coordin-. -

ating pr1nciple upon which"criticism can base itself: ' 

\ 
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It i.s clear that cri ticism 'cannot be 
systematic unlesg· there 1s a quali ty ill' 
li terature which enables 1t to he so, an 
order of wprds corresponding to the order of \ 
nature in the natural sciences. An archetype 
should be ~ot only a unifying category of 
~riticism, but itself a par;t of a total 
fom, and 1 t lead:s us at once ta the ,ques-
tion of what sort of total form cri ticism 
can see in l.iterature ••• Total litera17 
~istory moves from the primi ti ve to the \ 
sophist1cated, and here we glimpse the 
possibility of seeing li terature as a com
plication of a relatively restricted and 
simple group of formulas that ean be stud'ied 
in- primitive culture. Jiï", sa, then the search 
for archetypes is a kin4- of li t e~ry· anthro
pology~~concerned with the ~ that literature 
ie 'informed by pre-literary categories sueh 
as' ri tual, myth and folk-tal~. 'Ne next realize 
that the relation- between th~e\,·categories and 
,literature is by no means pureJ.y· one of descent, 
as we find them reappearing,~ri the greatest 

" classics-in fact there seemer. to be, a general 
" tendency on the part of great olassics to re

vert to them. This c:oincides ri th a feeling 
that we have lilli had: that the study of medio
cre works of art, however energetic, obstinataly 
remains a random and peripheraJ. form of cri tical 
experience, whe~ea.s the profound masterpiece 
seems to draw us· to a point a.t which ?la can 
see an enormous number of converging patterns 

\ of significance. Here we begin to wonder if ' 
we canno-t see literature, not only as compli
cating itaelf in time, but as spread out.in 
conceptual space from some unseen cen1ier. l2 

Vlhat serves as the ttunseen center, Il according to Prye, is 
a qentral informing myth: 

In the solar cyole of ~he day, the seasonal 
cycle of the year, and the Qrganic cycle of 
human life, there is a ,single pattern of 
s1gnifi.cance, out of which myth constructs .l 
a central narrative around a figure who 1s 
partly the sun, partly vegetative' fertili ty 13 
arid partly a god ,or archetypal human being. 

It i.s the quèst myth, and tha~ "q~est ·beîng to return to 
the lost garden, that Frye, sees as const"i tuti~ the essen
tial axis or subj ect matter of li terature; he says that" 

'. \ 
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i t "ie part of thE!, cri tic t s busi~ess to show how all li terary 
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genres are derived from the que-st myth.,,14 . , 

Having t"ormu1ated a f'ixed idea as to what 1i'es at the . , 

center of literature and ",hat constitutes, in essen,ce, the 

only story that li terature is ever trying to tell.. Prye. \ 
makes severa1 statements about the nature of art ."hicn tend . \ 

to a) divorce art from 1if'e and in so doi,ng ,b) malee litera-
ture a kin,d of' snake" tha1i ie eternally swallowing its own, 
tai1. Ooncerning the presence of the "rea1" in literary art, 

" Pr"ye n~t es: ' 

Art deale not wi th tne rea1 but wi th the 
conceivable; and criticism, though it will 
eventUe.l:Ly have to have some theory ~ of' 
conceivabilitYr. can never be justif'i~d in 
trying to develop. JDl1Ch lees assume, an,. 
theory.of actuality.~' 
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, , 

Prye ie inclined to see works 'of literature as being enclosed 
in a world of' literary art in which they are nourished by 

other worka of li terature :: 

Just as a-new scienti~ic'discovery manifests, 
something that was e.lready latent in the . 
arder of nature ~ and at the same time logtc
ally related to the total structure of the 
existing science, so the nbw poem manifesta 
something that ns already lat'ent in t1i.e, 
oroer of w~rds. Literature May. have life, 
reality, experience, nature, imaginative 
truth, social conditions, or what you will <"~i' 
tor ite content1 but liteI11ture itself is 
not made out of tllese thi~s. Poetry can 
only be· made o~tlgf other poems; novels- out' 

, of other novels fi- • • , 
\n seeing poems as l;>eing 'mad~ out of other poems we are, far 
from the l'remises o~ soci~ rea1ism and we bave entered a 
world "'of' arti,fice. Mucn of the political power of the poetry 
of social rea1ism in tact "ould proba):)ly be relegated 'to a 
minor place in Prye 1 s c;onSideration. 'of' t,hose po'e~ their , 
desire for social justice indicating t9-~D1:rthiC desire 
for a retum to the los:t garden where human lite i~ pe,;rfeot, 
and this wouid be wbat he would ,tend to value them' for. 

~ ;0 li • 

There ha:v~ beHL diff'~ring opinions as to the i~luence 
-_Ck.r 
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of Frye upon poeta such as James Reaney~ and Jay Macpherson, 
two posts who stand at the head 'of the mytho~oeic movem;~t 
'in Canadian poetry.. Reaney's ~ ~ Heart (1.g49) and !::. ~ 
Of Nett1es (1957)" Md Macpherson's The Boatma.n (1957) were - ---........ =... , 
the first book~ of poetry ip Canada in which J!r(e.' s. theories 
could, be seen as an intJ.uenoe. Frank DB:vey has been quite 
cri tical of the ways in which poets such as Reaney and 

Macpherson hav~ incorporated Frye's hypothesis about litem
ture d.nto their work: 

A. • .misconception about Ilrye is that his_ 
theories of poetry require a conscioua effort 
by the contemporary poet to inc'orporate myth
ology into his writing. This id~a has led to 
tha ao-called "mythopoeic" or ItFrygianlt schoo1 
of Canadian poetry', and to such -ill~onceived 
worka as Reaney's A Suit of Nettles- and Mac- . 
pharaon' a The Boe.tDia.ii":1œ.-:aier than being \ 
Prygian, tnIS school constitute8 a betrayal 
of Fr'f.e' s ideas. To Frye the si-gnificance of 
the mythological patterns eVident in li terature 
resides in thair having arisen spontaneously 
and unselfconsciously from h~ life and in 
tlleir thus ref1ecting desir_s and urges ,com-
pletely innate Within man. ·f . 

. .... 

Whereas Davey slams Reaney and Macpherson' for failing to ad
here to Prye's essential p~neiples, Margaret Atwood commende 

? Reaney: for the indi ~duali ty of' his work; ~ . 

,J , 

Because Reaney che-er.f'ully aclcnowledged an 
interest in Frye, hast y codifiers'stuck him 
im a-~ School of their own creation and 
accus~him of the s~ of "being influenced," 
without 'pausing to consider that for an artist 
as original as Reaney, "influenc e" ie taking 
what·you need because 1t î~rresponds to eome
thing aIready wi thin ;rou. 

l' 0 " 

As of t,en happ~s in such cases,. Ythe validJ., ty of groupinïs a 
number of poets together" it! a school i.s, questioned by both 

,,:Dave,. end A:twood. Unliké the early Imagists, the poets oon
$idered, to-b~ "myt~opoeié·-have put-forward no manifesto or 

pro.graJDt and J'et tl;).e orientati,on :f'ul.ly exi.sts in Frye' s .. 
critical writings~ To a certain extent they establish their 

4 
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identity as poets who concern themselves with the "mythic" 
simply by comparison wi th t~ose poets who choose to not 

~ 

work irr this are a at aIl. Alphabet, in putting forward its 
proposaJ. of pre~enting "An Iconography Of The Imagination," 
took stecps in a direction that had previousl.y never been 
explored in Canadian little magazines. 

\ 
}fs Margaret Atwood has pointed out, ~ Alphabet' s edi tor-

i~l 'decisions were ~bas~d upon a particular set of premises 
~ about li terature.19 These premises were put l forwarl in th~ 

editorial of the magazine's first issue. Editor James Reaney 
explai~ed the motivâtion' for and the gestation of Aiphabet: 

... 
Perhaps the drive behind this magazine 

mi~ht be found in the following cluster: 
(a) The m~st exci ting thing about this cen- / 
tury is thf! number. of l'oems that cannot be> 
understood unless the reader qui~e reorgan
izes hie way of looking at things or 'rouses 
his faculties' as Blake would say. Finnegans' 
Wake and J;>ylan 1-'homas' • Al tarwise by owI
Itgnt' sonnet sequence are good examples 
here. These worka cannot bè enjoyed to any
where near their fullest unlese one rouses 
one's heart, belly and mind to grasp their 
secret alphabet or iconography or J.angu~ge of 
symbols'and myths. A grasp~ng such as is in
volved here leads to a more powerful inner 
life, or Blake' s ·'Jeru.salem· s wall. • .ft Be'sides 
whieh i t' s a hel.l of a lot of fun. It seeme 
qulte natural, then, in thi's century and \ 
:particularJ.y in this country, which could 
stand some more J erusal.em' s wall, that there 
shou1~ be a journal of some sort devoted to 
iconography. After aIl. 'Ernest Cassirer de
fines man as a symbol-making animal. 

But (b) there had to be more tha.n this 
general feeling of our time. Thêre hed to be 
the particuler preesure of friends, teachers 
and ev en scoffers also interested in sym-

,bblism in one way or another. l can rem~m
ber about 'twelve years ago at Toronto feeling 
the final c1utch of the so-called scientif'ic 
"orld. 1f,etapho'rs seemed lies.' Poetry seeme,d 
to have no use at aIl. The Moon looked en
cha~ti~g through the trees on' Charl.es street, 
but-' the enehantment was reall.y nothing but 
an il.lusion of cl.ouds and fantasy~ eovering 
up a hideous pOCk-marked spherical. desert. 
Vlhen l tol.d this ps.rt of my problem to a 
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friend, whose work appears in this issue, 
he showed me a passage from the Marriage 
of Heaven and Hell which hadthe e/fec't 
or startingmeMëk to the belief l had 
held as a child that mE\'taphor is rea.li ty. 
Tho~e were the months when young men and 
women sat up aIl night reading Fearf'ul 
S~et~ which had just come ou~.·I tliihk 
~~ve een present at more conversations 
abou~ the ~all than even Adam could havè 
thrown a certain withered apple core at, 
and assuredly more speculations concerning 

/ 
Leviathan than Job scratch~d his boils ta. 
Here in your hands' lies one of the effects 
of those conversations--a small secret 
looking book devoted to the proposition 
that it ie very interesting mankind should 
answer the terrars of the inner and ·the 
outer world wi th a symbolic fruit and an 
iconic sea-beast. Interest increases with 
exploration. This attitude is to me one of 
the Most s\imulating areas of intellectual 
life in Canada. A traveller from abroe.d " 
would immediately piCk i t out'. Ils ont 
sart' toüte là nuit de baleines-ora~es: 

o ase a mag-on-thiS-fact, actualiy per
'sonally observed, this fact of our c~ltural 
life. It's a sturdy fact too; why e2se so 
much opposition? The tactics of the anti
symbol, anti-anagogy gang could only be 

odescribed by making up titles for their 
mage, such as: Anti-Rot, ExeJesus, Valuee, 
~ Lampman Review and ~ Peelers. How
~ver. , 
, And (c) there was the desire to do the 
same delightful thing l had watched here 
and now, also Northern Review, dq: p~ 
lish-rëal poems and real stories in a for
ma~d an are a of subtle zoning that 
cre 'ted a me~orable effect; (as distinct as 
a aste) on readers and also 'placed' the 
poeme and stories to, their advantage. ,This 
must be one of the happiest of civilized 
activities, akin to the proper arrangement 
of flowers. It wes Kleiman's story l firet 
faIt l muet see publi@hed; it wae so imag
inati ve and no one' wes doing a thing about 
4. t. ,No reelly -live focus appeared to put 
the etory in until a juxtaposition, mind 
and social, ocourred: Jay Macpherson -rea4 

. a paper on myth et the English Club (part 
of it appears on pages within) and after-' 
wards there wae a party at an apartment 
on YorxYille. Here Hope Lee told the' staries 

( 
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about being a t'Nin that we Ive also prin1Jed., 
It suddenly came to me that here was proof 
that life reflected art. The myth of Nar-
cissus reaches out and touches wi th a clar-
ifying ray the street sc ene whe-re the two 
human beings glide by also in the toils of 
refleption. That's how poetry w~rks: it . 
weaves street scenes and twins around swans 
in legendary pools. Let us make ,a form out 
of this: documentary on one side and myth 
on the other: Life & krt. In this·form we 
can put anything and the magnet we/havé set 
up will arrange it for us. \ 

Two years later (printing lessone, type- . 
setting, ~wai ting for t' s ta come from Toronto t 
balancing tra.ys of type on buses rol1ing 
in blizzjfdS) here 'i~ i8. 20 . 

'\ 

Several of 'Reaney' s main tenets or -prernises are Qui te 
interesting when seen in ~ompRrison with the Modernist in
fluences that had made their presence felt in Canadien poetry 
up until this time. What Reaney finds most exciting·about 

/ 
writing in this century His the number of poems that cannot 
be understood unless the reader auite reorganizes his way 
of looking at ~hings. "21 This may, in fac,t, be the Most 
significant touchstone in Modernism: a demand for a total 
revo1ution in human consciousne~. Although one could point 
to the clarity and precision of the Imagists as a refuta~ion 
of Reaney's premise ,that much of the work of twentieth cen
tury poets is oblique and obscure, the fact remains that al1 
of the "iams" ·tha.~ have come to constitute Modernism--CubisUl, 

"-. Imagx- Vorticism, Futuriem, Expressionism, Dadaism, Surreal-
~ . 

ism--have orced thei:("!!l'audiences to "change their minds, Il 
that i6, reor anize their modes of perce'ption and patterns 

- <. 

of imagination Reàney, however, seems to take things one 
step further han this: he be1ieves that Many worka cannot 

• '1 

be apprehen ed unless one cornes to understand "their secret 
alphabet or icbnogra-phy' or language of symbols a~d myths. ,,22 . -
Rather than seeing"'Modernist poetry as a revolution in con-
srious~ees 'and ~ahniaUeS :that bring poetry into the twentieth /' 

_century, as the cGill movement and the social rea1ists eaw ' 
- \' -

it, Reaney envisiona a kind of Order of the Golden Dawn o~ 
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Literature in which there are seeret rites and codes of 
knowledge. The ambiguous natu~e of Modernism is emphasized 
by the,fact that it ~ in fact con!ain this tendency in 
the more elaborate symbolic poems of Yeats, in Joyce's / 
Ulysses and Pinnegane' Wake and in the copious referencing 

\ 

of Eliotte "The Waste Land," with its backdrop of ouest and 
fertility myths. Image and symbol are both present and a~tive . , 

in Modernist writing. Reaney here choosesto emphasize the 
presence of the symbole 

At the same time Reaney does pot seek to exclud~ elè
ments of reality from poetry, but rather to intertwine it 

-' ' 

with myth, for that's Ith,o.W poetry works: 'it weaves street 
scenes and twins -around swans in legendary pools. ,,23 Reaney . , 

envisions a poetry wi th "documentary on one side and myth 
on the other,n24 but also sees a magnetic attraction between 
them that draws them tog~ther.-It is Reaney's belief that a 
grasping of the truths of the "secret alphabet" and, of. the 

, -
correspondenc~s between life and art lead to "a more power-
fuI inner life,.tt25 ~. 

By emphasizin~ myth and -symbol, Reaney sees man as 
being able to escape "the final cl~tch of the so-called 
Bcientific world.,,26 He ~ees metaphor as having as much 
validity (if not more) as scie~tific fact~ This" again, re
presents a significant departt;re from th"e - 6001-a1 realists' 

, emphasis upon the hardcore ~ea1ity of the experiences of life. 
X knowledge of Frye is made evident in Reaney's dis-

, f 
cussion of the impac~ the publication of 'earful Symmetry 
made on,~young intellectuals at that time. The resul tant 

~ r. ' 
conversations about the. PaIl, Jobls plight ~nd Leviathan, 
Re~ney be11eves, have brought people in Canada a 1itt1e 
clos~r to "Jerusalem's wall," to the extent that he sees 
discù~sio s of myt~ and symbol adding, to Canadian cultural - ; 

life; henc a journal de~oted to iconography is, at ~his 
time, 'desi able. With_A~phabèt,the infl~x of a whole new 
set of infl ences began,- radically changing the ,~tmosphere 

of Canad1an poetry in the 1960's and 1970·s • 

. -
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Beyond the polemics of its lead editorial, the firet 
\ 

issue of Alphaoet set the t.o.~_e_~~ttern for t:t:e maga-
zine' s eleven yeer run of nineteen issues., Subti tled "A 
Semiannu~l Devoted to the 'Iconography of the Imagination," 
~he first issue of klphabet"made its appearance in September 
of'1960 out of London, Ontario. Each issue was to center i~
self around a unifying myth, the first being Narci~sus. The 
essential structure of the magazine a1so became estab1ished; 
sec,tion headings included "Editorial, Î. "Juxtaposition: My th 
and Documentary," "Articles," "Poetry," "Sho:r.t Stories," and . ' 

"Reviews." In later issues a section o{ visual presentation, 
\ \ 

either in compliment to written works or else standing on 
, \ 

i ts own, wou1d a1so become an essentià1 part of, A'lpha.bet. -The first issue was eighty-six pages, which set the general 
size for the magazine, remerkably large cori~idering that 
edit or Reaney was to handset and print the first'ten issues 
on a letterpress. 

The first issue containe an intere~ting blend of mater
ia1s. The firet article, "Ta Harpooneers'" by Richard Stingle, 

, \ 

reemphasizes the necessity for and validity of mvth that 
Reaney had mappeâ out in hie openi~g 'edi~orial: 

~ .-' 

WhÊm thenew high priests of "science tel~ 
us of their latest miracles we tespond with 
a touching faith in their validity. Why do-,\ 
we trust scien~e sa much when mo~t of us 
know sa li ttle about i t, and mistI"ust poetic 

164 

truth or myth? rt. is not because we have no , \' . _ 
knowledge"\Sf mythl.c truth;-inufact, we know~- \----~-~
far more about it than we do about scientific 

\ 
\ 

truth. Everyone dreams, and 'in his"dreams, he 
often expresses truth in just the way that 
myth does. However, we hav~ çeen,conditioned, 
by Freud, to regard dreame as irrational, and 
by our whole materialist civilization to give 
the greatest respect to empirical truth. , 

.Throughout man"s history, truth has been re-
vealed in dreams and visions, when men have, 
been, in s1eep, released from t,he 'monster of 
time, space and social conditiohing; AnQ, 27 
those vieion\have come clearest t~ poets. ~ 

'. , 
Glimmers of those visions are then presented in" th-e poetry 
in the issue. Poeme by Colleen ~bibaude~~, Daryl Hin$, Jay 

\ 

" \ 
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Macpherson, Reaney, M. Morris a~d Norman Newton appeared irn 
A:lphabet #1. Rine "s two poems had specific referencé to the 

. Q 
• f 

i sBue' S chas en my~h; app~aring under the lleading "Two Lovera" 
are the two poems "Narcissus" and ~'Echo." Theae poems àre 
extreme~y formaI in style. Jay M~cpherson's poem~_ also have 

, 

a strong formal component and are reminisce~t of Shakespere's 

~ongs and the lyrics' of the seventeenth centllry: 

We'll wBnder ta the, woods no more, 
Nor beat about the juniper tree. 
My tears run down, my heart is' ~ore, 
And none shall make ~ game of me. 

But Come, my love, another 'day, 
/1''11 give you cherries with no stpnes, 
And silver bells, and

8
nuts in May 

--But make no bone's. 2 

Looking·through the poems:one i8 immediately struck by their 
subject~ matter. The poems in this i!3sue speak of Etem11!Y, ~ 

Labours of Hercules, Queens, Homer and Euripides, dancers, " 
Heaven, Hell, Artegall, Adonis, ~zazel, kbel ~d Adam, Ophelia, 

- ,- , 

mermaids, Penelope and Death-Angels. Consciously mythic, they 
are'also consciously crafted. Ks 1 have stated before, they '" , represent a ~ew departure in what had esse~t'ially 1 been a 
reaI1ty-orient,ed Modemist Cenad'iA.n poetry. 

Also present in that tirst issue were short stories by, 
Edw~d Kleiman and Colleen Thibaudeau, a commentary on the 
icon of the Fool found in the Tarot pack, a review of Lay
ton' s ! ~ Carpet For ~ ~ and an interesting "Juxta
position: My th-and Doeumentary" sectiorr;-Hop-e~IJe-ê·s account 
of being a twin wes juxtaposed witll. Jay Macpherson:'s myth
studying essay "Narcissus: SOrne Uncertain Reflections. II In . . 
this ess~y she discuBses the 'myth of Narcissus, as it ap-
pears in Renaissance .~d Post-Renaissance English poetry •. 

, \ -

The es say ls an attempt, to glimpse the under1ying "pattern" 
of, the myt~resent in a body of English poetry that includes 

t ................. '" • 

Milton's Paradise~L~t, a1ake's '!h! ~ Zoes, Coleridge's 
"Kubla Khan" and the poetry of Gray, Goldsmith, Macpherson, 

~ 

Byron and-She11ey. The easay 1a ~eplete with Frygiah termin-

1 
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ology. '\ _________ =f. 

Although it has a strong 
zine does not go BO far as to 
Margaret Atwood has explained 
this way: 

ceI!tra.l orientation, the mag
become absolut~ly programmatic. 
the magazine's organization in 

To'those unfami1iar with Alphabet's actual 
methods, the terms "iconogz:a,phyii and "mythtt 

May suggest rigidi ty and a tendency to 
", co11ect and categorize. But, the edi tort s 

fa1th in the correspondence between every
day reality (Life, or WhAt Xlphabet ca118 0 

"documentary") and man-made' symbolic 
patterns (art, of what Alphabet calls "myth"r 
was so strong that in.practice he left 
interpretation and pattern-finding tb the 
~eader. He merely gathered pieces of writing, 
both "'li terary" and "non-li.terary," and other 
~ubjects ••• and let the echoes speak-for 
themselves; -coinciqences were there, he in
sisted, not becau~e2he put them there but 
because they occur. 9 . 1 

Atwood "s defense would seem to euggest a greater sense of 
\ 

.randGm selection ,than Reaney actually shows; it is Reaney,. 
as editor, who juxtaposed the materials or put., them between 
two covers and "let the echoes" be a110wed to speak for 
themselvés; l point this out merely to suggest that thëre , 
was a controlling editorial consciousness guiding A'lphabet:~~ 
bringing materials into close proximity with each other so ~ 

- ~ " 
that patterns 'could become perceivable. Althou~h the maga-
zine, with time, did come to be more 100se1y organized, the 

___________ firs."t_few iS13ues-rellect a strong guiding hand-în what was 
------ '. 

. -
( 

presented. <,1, 

Beyond '-this, i t should be stated tha,t one can see a 
a~rong scholar1y bent in the first is~ue of Alphabet a~~ 
this is something that pervades t_he magazin~ for mU<?h of the ' 
duration of its pqblicat1on. Besides the unconcealed presence 
o-f--Frye' e' cri tical thinlting, there is a certain scholar1y air 
about 'the magazine which makes its presenc~ f~lt ~articula~ly, 
in the literary essays; these, more often than not, are the 

,works of cri tics rather than of poet,s. Also, built into the 
aesthetic orientation of poetry as artifice there i9 a1ways. 
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present the danger of poe'try la'Psing into what one might 
calI a merely literary sensibility, that is a poetry de
rived from other poems., From the Frygian poi~t of view 
there is no dangar; nevert~eless, at times, sorne of the 
poernB Beern over-contralled and overly canBtructed. 

In the editorial to Alphabet #2 (July 1961; My th: 

167 , 

DionysuB) Reaney writes,a few significant sentences in which 
he attempts, ~9re clearly, to delineate the role of the 

----------------~------~- ) 

\ 
, j 

~ 

\ 
1 

1 

1 

'c,entral organizing myth which is to serve as the facus for 
each issue; eommenting upon the fact that Many of the thematic 
eehoes in 'the first two issues are purely coineidental (and he 
is prepared: to swear to this lIon a, heap of mandalas") ,. 
Reaney goes on to desc~ibe how each myth serves only as a 
kind of a ~y: /'. 

Ac\ually the same thing happens if you take 
the'.face cards out of a eard deck;.then put 
a circular piece of cardboard near them. 
Curves and cireles appear even in the Queen 
of Diamonds and the Knave of Spades.'But 
place a triangular shape close by and the 
eye picks up corners and angularities in 
even the Queen of Clubs. What every issue of 
kl~habet involves, then, is the placing of ~ 
de inite geometric shape near Bome face cards. 
Just as playing about wi th cubes an-.~ 'spheres \. 
can teach an artist and a çritic a better sense 
of composition. Al"Ohabet's,procedure can have' 
the same result with icono~ra~hy and symqolism. 30 

. , 
In Alphabet #2 we find cp'ntained a notice announcing th~ 
merger of 'Waterloo Review with Alphabet, poems by Richard 
Otitram, A'1den Nowlan,' and an extens,lve series of parod.ies 
of 'r' .. ~., Eliot by R.K. Webb. 0 Already in his selections of 
poetry Reaney wa~ showing a commitment~ not to a school of 

, . 
poetry as mueh as an idea of. the arts, leaving room for 

1 

Nowlan"e Mar1tim'e real1em, and Webb':s cutting· humour. The
issue 1e also'heavily laden with rnyth-oriented articles. 
Daryl Hine"s Ittrhe Childhood or""Dionyeus: ~ Baoohic Dialogue" 
records and interprete the myth',:of' ,the birth of' Dionysl1B~ Él:nd 

. , 

his childhood.; J ay Maopherson' s ''Seco~d installment of "Nar-
, ,-

oissus: Some Unc erta:tn Reflecti~ri,s". concluQ.es wi th seotions . ' 
~ 1 \ \, 
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on Narcissus as h~ro of Romantic elegy and Narcissus in later 
fiction; and Noma6: Newton's "The Lyric Poetry of Ancient 
Mexico (Anahuac) If tells of an ':Aztec Dionysus and of the 
poetry that celebrates him. Alph~bet '#3 (December 1961; Myth: 
Prometheus) continued the string of mythy articles with Ross 
Woodman' s "Shelley PrometheuB," detailing how the "Promethean 
myth provides an account of the paychie conflict within man 
between his godlike creativi ty an/) his mortal depend"enee. ,•3l 

:rn this-issue ;here also appeared ~ po~ms by two young wo'men . 
who~ would come to represent Most }Ul11Y a mythic orientation '" 

_.....--------
in thepoets of the sixti'es,-generation: Margaret Atwood (pub-
lishing at,this time as M.E. Ktwoad) and Gwendolyn MRcEwen • 

. In the editorial to ~lphabet #4 (June 1962; My th: Icarus) 
Reaney turns his attention away from myth towards another 
pressing issue: the status of the indigenous Canadian artist: 

In an issue devoted to flying bodies that 
fall ••• it seemed natural ta write an édi
torial on Canadian drama., One venturë dedi
cated to the cause has jus~ wounq up with 
that fine old native drama L'Année Dernière 

. a Marienbad. l seern to hear voices at this 
point, mocking voiees saying 'What do we need 
a native drama for? Why all this absurd na
tionalism'?' Because l don't believe you ean· 
really be, wo:r1d, or unporovincial or what'ever 
until you've sunk your c1awe into a 10ca1ly 
,coloured tree trunk and s~ratched your way 
through tp universality.j 
, , 

Beyond a commitment to poetry as myth; Alphabet's pages 

\ 

J~~st~fy __ t.o a .CQncern for· th-e--G-ana-dian arts; in thïs issue, 
for instance, drawings by Harold Town accornpany fables by 
M~ Morris. Alphabet .would com~ to encornpass a real eoneern 
for the arts in Canada. Reaney's interest in a native drama 
also began to manifest itself in his own writing of p1ays 
dealing with ep~cific,Canadian locales and situations. 

The fourth issue marked the appearance of another poet 
interested in the mythic posstbilities of poetry: Eli Mandel. 

, . 
In his ear1y wQrk~ ltl.2.. (1954) and Fuselt Poeros (1960)" Man-

1'68 ' 

del wrote .poetry located more' in'a world of my-th and li.terature 
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than in a world of actuality. 4Iphabet'#4 containe an eesay 
by Mandel, "Lapwing You Are. Lapwing He--A Note on Icarus 
in My th and Poetry~" as weIl as a review in which he gi ves 
favorable critical hotice to Dou~le Persephone and The 
Drunk~~ Clack, two myth-oriented first books br Margaret ~t
wood and Gwendolyn MacEwen~ Interestingly, contained in 
the sarne issue, is a review by Reaney of several books, among 
them b~ing D-Dal ~ After,'a firet. book by Frank Davey, who 
was edit or of the Vancouver poetry newsletter ~, which re
presented an entirely different orientatipn towards poetry •. 
Reaney has few kind words for Davey's work or the creRtive 
impetus that it represents, particularly if we compare this 
criticism with Mandel's glowing accounte of Atwood an~ Mac
Ewen ... 

If Shakespeare had owned a typewriter 
would the dirge in the Tempest have looked 
like this?: 

Pull fathom 

father 

five 
thy 

liee 
and qf His bones 

are 
- coral made. 

Warren Tallman who introduces Frank.Davey's 
poems BeemB ta think sa and the s~milar ar
rangement of the Davey poems stems from a 
theory (ou~ of Oharles OIson) that the type
writer can show you 'the poem, as it were; 
caùght in the act.' The old fashioned poem, 
that goes like this: 

---~----------~--~-~J 
-~-~~--~--~--~-----~ 
-~-~-----~--~--~--1\ 

can only express t' but the "typewri ter can 
bring the poem right onto the living ro"Om 
flo0r--:t{here you c'an watch ~h~ POtlt' B :v-bice 
do grumbl~s, fumbles and gropings with emo
tions. In short 'variable measure' or our 
old friand 'Pree Verse~' rf you aotually 
reàd Mr. Davey's poems àloud you'll' probably 

\ 
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find that there's too much white space and 
margin manipu1.ation for the light pers'onal
ity of the themes. l'm not too sure that in-
·ate~d of prqjeèting himseit through his type-

. wr)ter, h~s t!pewriter isn't,projecting itself 
~. thyough h1m. 3 

Apart~s not liking Davey's work,,--fre. can:,'see Reaney's 
antipathy towards a particular poetic orientation in this 
review. Reaney's sense of form 1e a muéh more conventional ~ 

one than D~vey's and one senses a prejud~ce on tlie part of 
Reaney toward "our old friand • Pree Verse'." Whet,her ad-

1 
mi tted or not, there i9 c<>ntained in the Frygian' orientation 

'a reactionary inclination towards convention as opposed to 
invention. 

In.~ùcceeding editorials Reaney concerned himself with 
the Question of Canadian culture. In the editorial to Alpha
bet #6 (June 1963) he came to the defense of Canadian intel
lectual life against charges that it 1acked boldness and 
vigour by citing Frye'~ The Educated Imagination and Mc
Luhan's Gutenberg Galaxy as two books that had recently ap
peared that represented important and exciting critic~l 
thinking. In the edttorial \in issue #7 he reached in~ide 
Ojibwa legends to find a key to Canadian cultural identity: 

In a recently pub~ished collection of Ojibwa 
legends ••• a creator-mag~cian ••• i9 said to 
have fallen as1eep on Thunder Cape near Fort 
William. Nanabozho has become th~ Sleeping 
Gi'ant, whose outlines appear as yoti sail from 
Fort William. l wes fascinated'by the idea of 
a being who had made Northern Ontario as we '" 
know i t; thrown the glacial boulders at his ) ) 
father the West Wind, whi'pped black marks on .Ib 
the white bi~hes, stopped the b~ars from 
tramping everything ta muskeg after the great 
flood and hidden aIl the sil ver de~p in an is-
land on Lake Supe'rior. - , 

This is our version of Milyop's giant Arthur 
buried as~eep and dreaming beneath English 
ground; Joyce' s Irish Pinn McC-ool- who lies \ 
buried under Dublin and in whose dream Irish 
history unfolds. 

l,wonder if a'countTY,that sees itself, ac
cor'âing to a reo,ent national fl~g contest 
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1) featured in Oanadian Art, as either a huge 
.. thumbtack or a series-oT 8mall ones--wili 

they ever see t4emse1ves as a sleeping 
giant near Thunder Cape. 

Most people would say not, but vre will 
go on recording his dream~ anyhow, dreams 
hehas had, dreams he might have by-the 
waters that ,tumbleo down over a continent. 34 

This question of Canadien identity èont~ues to be considered 
in the editorial to the next issue, Alphabet #8, which mourns 
the death of R.J e Pratt, whom Reaney calls "our great poete_"35 
After ~aying tribute to,Pratt, Reaney obserVes that 

••• the young.intellectual living in this 
country t having gone perhaps to a WO,rds
worth- high schopl and a T.S. Eliot 'co1lege, ", 
quite often ends up thinking he lives in a 
l'aste of surplus USA technology, a muskeg 
of indifference spotted wi th colonies of 
inherite~t somehow stale. tradition. What 
our poets should be doing la to show us 
how to identif;r our sQgiety 01):t, of this 
depressing situation. J 

Reaney sees this activity of identification taking place in \ 

Pratt's poetry, and he a1so sees it as the task hé~wâs at
tempting with K~phabet. Issues #5-8 ca~ried drawings by 

,~, ~~ 

Harold 'rown, Jack Chambers,. and Greg Ournoe, essaye by 'Prye . -
on Haliburton, RiChard Stingle on the Donnel1ys, as wel1 as 
poems:- by Tom Marshall, Cp11een-"Thibaudeau'; Margaret AtYfood 
and others. Academie 1; t"e:ta.ry essaye a1so continued: "James 
Joyce and the Primitive Oe1tic Chuz:ch" by Edward 'Duncan,. 
"W.B. Yeats ~ni the 'Ei;~tric Motor Vision tt• by Edward Yeo-
mans-, and "Altarwise By Ow1-Light" by Peter Revell, analyzing 
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the sonnet sequence by Dylan Thomas. Issue #8 a1so cqntained 
ttJo:nah: A.Cantate. T~xtttt s~t to music by John Beckwith with 
commlssioned verse by Jay Macpherson; and "Mary ,Miânight: An 
Ol!à~orylt 'by E1l.._ManJ3.e4-a verse play. T~ a vèij l~rge d~_--.... ~ 

Alphabet was now TQnging beyond ~oetri into a wi~er sense 
of culture. Film reviews, articles on drama, criticisme of 
earlier twéi"tieth century writers,' Visue.1- arts, calligraphy, 

and mUsic al1 became integrated into th, ~agazine. The tenth and 
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eleventh issues signalled a greater broadening by featuring 
calligraphie poems by bill bis.sett and "ideopome~tt by bp 

Nichol. Both bissett and Nichol were to make future contribu
tions to Alphabet, working as they were in their own forms of 
~dical iconography. 

,.. Interestingly, as the 1960··s progress~d,- Reaney saw 
. " 

mueh of what Alphabet had stood for 'becaming the substratum 
of popul:ar culture. This observation became the subject for 
the editor1al ta Alphabet #14 (December 1967): ' 

Who would have thou~t 7 years aga that 
pop cul tured would 'catèh up ta ~lphabet? By 
catching up l Mean singing groups such as 
The lugs stomping out an od.e from Swinburne "S 

. A talanta in Calydon or a Blake lyric: also 
iyrl.cS by~e Beat'ie$ that èurpass those in 
Fiddlehead and MOst of those in poetIi Chi
t:go. Kenneth Anger' e underground fi 0n-

e motorcycle cult ~~es astrology to show 
you how Death & Eros get mixed (weIl, a penis 
coming through a masquerade skeleton costume) 
and it's called Scorpio'Risins. 

Mandalas, gurus practical1y in .Woolworth's. 
What Plotinus spent years trying to attain-
whatever that was--a mere record sleeve gives 
you a picture 0" . At ExjJo a very popular film 
with its own special building dévoted to the 
Minotaur mythe The' Doors s'ing e.lmost a. s~ll 
opera about the Oed1pus legend. The Mothers 

. of Invention have instrumentaIs that sound 
like John Cage. And the Ti betàn Book of the 
Dead inspires tlipside. ,~., • 

rt was always there--that society would 
penetrate through the ersatz to some real 
etuif eimply ~ecause there was nothing else 
to do. j7 

f , 

If popular culture was being inundated by' mythology and the • 
elements of poetry, poetry 'RaS also,.,'beginning to be influenced 

~ by popular culture as Reaney notes in a later editorial: "OUr 
collage of ~etters trom poets 1s Blso noteworthy in that·it 
.ows so Many diff'erent'-sît\iàtl~nsY 'elso ho" much interests 

- . 

have changed ainee the CV & Northe!Tl Revie. decà,des. You 
. - '. never used to ge~ po~ts intereated 1n fi~, aoun~ or build-

ing a special truck ta stage their poetr,y-cum-light. show 
with. ,,38 This tntereat in popular culture a180 b~came evident 
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in Alphabet; despite his antipathy fGr his early work, Reaney 
J;>ublished l'raDk Davey"s esssy "Leonard Cohen and Bob Dylan: 
Po~try and the Populak Song" in Alphabet #17. 

The poetrY that appesred in issues eleven througn seven
teen wae quite diverse and drew upon different orientations .. 
Never o~e to publish poets who were ïnclined toward social 
realism, Reaney, neverthelesB, began to publish a broad cross-

, . 
section of yo~er poets. Pat LQwther, ,George. Bowering, David 

" ,Helw:i:g" biseett, Nichol" MacEwen, Peter Stevens, Joy Kogawa, 
Robert Kro~tsch, Lloyd Abbey, Nnne Szumiga1ski, John Glassco, 
Patrick Lane, Jay Macpherson, Michael Ondaatje, Robert Gibbs, 
Elizabeth BreWster and Catherine Buckaway aIl appeared in 
,\ ' 

klphabet b~tween Deçember 1965 and December 1969. . 
A~though Reaney stated an intention 'to publish '26 issues 

of the magazine in the editorial of issue #15, the magazine 

cômpleted its' fUn with a double iSsUe, #18/19, in 1971. ~his 
issue encompassed two mYths: Hieroglyph and Ho~o~cope. The 
H1ero~lyph s~ction is, far and away, th~ Most interesting. 
'Thi,s section marked a significant consideration of concrete 
poetry~ a coilcern that had made its'pres,ence felt, in the 
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f~"-_~,"-maga~ine ri t~ èontributions by bissett and Nichol. The issue 
opens wi th Eugene Eoyang's articl~ "·Concrete Poetry and the 

~ 1 ,., , ,~ 

/ 

" , 

. 'Ooncreti:sm' of Chinese"; it ,~s' followed by a call'igraphic 
d::onorete poem .by P.K. Page, a typewriter éoncre-te poem, 

0, ,"~ig's ~lo~d" l?;V: "'David W. Harris, four poems by bissett, an 
interview with bp Nieh<?+ ~onducted ,by George Bowering, \ "Paleo 
Poems" -by Cnild ROland (a11as- Peter Noe! Me~lleurl', ninè • 
.;ooem-drawings by Judith' Copithorne which are visual config-r- '1 

luratiQPs of the wr1tt'en word, 8.nd Jarie Shen "s' poems based 
~on chineee characters. This feroes-section of concrete wàs 
faci11tàted bi thecon~de~tion of the'hie~oglyPh as having 

, , , ,~ 

,mythic -.power; but i t' a1so - shows ,Reaney loosening, up 'ëll'e 0 

. '/ 

. s"t-rictures of the magazi1,:~.e to publish what he found interesting' 

to sum Up the ',role 
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of /tl~bet 4'during its per:i,od of publication: 
/ 

l suppose it's a rather sad thing to"wlite 1 

the editorial for the l~st Alphabet. Pinari
cially, energetically--#26 could not be 
reached; the end of a deoade &: almost twenty 
issue~ published seemed the best stopping 
place. . 

Alphabet started with s flash of electri
city sUddenly ~arting out from litera~re 
(Le., th.e Narcissus myth) and illuminating 
so~e life (i.e. the experience of being a 
twin, of being a reflection). Readers might 
wonder if'this~went 'on'in every issue, if it 
is going on In theee last numbers. l hope 
so. • .Look at the very last pages of this 
double issue-and there the first issue May 
still,be seen reverberating. But this was 
why ~lrhabet wa~ founded; to set up a mag
netic~eld i~ whioh people~could get ~deas, 

/patterns for al~ost anythin~ civilized-
gardens, ballets, citiee, plays, paintings, 

,,"' lives, ch1ldrén--of aIl sorta • 
. Behind every Alphabet there always stood 

a group of people muoh larger than the actual 
index fOr an issue would suggest. • .My ~ess / 
1e that behind this network of Alphabet 
friends stands an even larger cirele of' people, 
just out of sight. l don't know them by name, 
but l do know that their presence 1a extremely 
important as fs'r as the imagina,tive' life of 
this country ia concerned. Yes, -r do know them 
by name, or at leastra year ago l heard a good 
nam~ f~9 them:--they were called the Identi-
fiers.. 0 • \ 

In evâlua~ing the achievement of Alphabet Margar~t At
wood has commented that the magazine "wâs C'anadian in fomi, 

\ 

in how the magazine was put together. ,,40 One senses a Frygian 
~inge to this, in tnat Frye, in present1ng ~is central hypoth~ 
esis of litera~ure, 6eems to b~ sugge~tin~ that behind all 
literary content there ie the !2!! of the quest mythe Atwood, 
here, geems ta be s.uggeB~~ng fl structure that ie aaq~dian 
in its shapeliness. She goes on to make the tollow1ng o~serva-
,tions: 

'''' What follows 1a h~othetical generalization, 
but it ie of sué.h that national ideritities are 
composed. Sayirig thàt klphabe' is Canadian in 

. \ 
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form lp~ds one also ta say that there seem 
ta be important differences between the way 
C~adians think--about literature, or any
~hing--and the way Englishmen or Americans 
do. The English, habit of mind, with its pre
occupation with precedent and the system, 
might be called empirical; reality is the 
social hierarchy and -its dominant literary 
forms'are evaluative criticism and the social 
novel. It' values "taste". The American habit 
of mind, with ite background of intricate 
Puritan theologiz~~g, French Enlightenment 
political theory and German scholarship and 
its foregro~d of technology, ie abstract 
and analytical; it values "techniaue," and 
for it EiJea "ty 1a how thinga work. The dom
inant mod f critic1am for some years has 
been tiN C ~t-icism", p1ck1ng w~.rks of art 
apart into component wheels and.~prings; its 
"novel" is quite different from the English 
novel, which leans heavily towarde comedy 
of manners and a dwtndled George Eliot realism; 
the American novel, closer to the Romance, 
plays to a greater extent with eymbolic dhar
acters and allegorical patterns. The Canadian 
habit of mind, for whatever reason--perha~s 
a history and a social geography which both 
seem to lack coherent shape--is synthetic. 
"Tastett and "technique" are both of lesa con
cern to it than 1s the ever-failing, but ever
renewed attempt .te pull: a1.1 the pi'eces together, 
to discover the whole of which one can only 
trust one "is a part. The Most central Canadian 
1.iterary products, then, ten~ to be the large
scope_ works like The Knatomy of Criticism and 
The Gutenberg Galaxy wK~c~ propose all-embrac
ing systems with~n which any particular bit 

;/ 

of data May be placed. Give the sarne poem to 
a model Amêrican, a model English and a model 
Canedien c-ri tic: the Arnerican will say "This 
is how i t worki'''; the Englishman tlHow good, haw 
true ta Lif,e" (or, "How bo'ring, tasteless and .. 
tri te"); the Canadian will say "This is where 
1t fite into the entire univeree.tt,It is in its 
love for synthesis t~it Alphabet shows itself 

. peculiarly Canadian. , '> • -

- - " We can see Atwood here'beginning to. test out sorne-of her 
theories that were to wind up in Survival, her own book of 
crit'ici!}m th~t- tends to be a large-scape work:., Her thesis 

\ 
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stat-ed above 1s an interesting one; perhaps Uanadian t!Jinkers 'J 
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are inclined to try to "pull aIl the yieces together," or 
l ' 

perhaps they're more single-minded than people in other 
English cultures. In any case, Atwood ois astute in pointing 
out thàt it is an Itever-failing but ever-renewed'attempt," 
doomed to fail because the individual ~heories are never, 

\ 

satisfying ta everyone and always attempted simply'because 
of the human deeire to know and to integrate. 

Whether Alphabet i9 Canadian in form is a debàtable 
point; l viou1d argue that the ass'ertion i6 tenuous at best.'" 
Much can ~e said, ho~ever, of th~ màgazine and its importance 
i~representing a new orientation in Canadian poetry. In a 

1 

ru.n of nin~teen-lÏ.ssues it presented the reader with work 
magneti~ed by the unifying myths ~f Narcissus, Dionysus f 

Prometheus, Icarus, Bes, the Dwarf GOd, Job, Missepeshoo 
• 

the Ojibwa Water Monster, Jonah, The Magic Souare, The River, 
The 'Brother, The Sand-Reckoner, l Ching, ~re Four.Eleménts', 
Pire. The Foo1, The Chariot, Hieroglyph and Horosc~pe. Al
though it took ~uCh of its orientation from Frye, the pure 
my-thié basis of the ,ear1y issues "widened out as the magazine 
progressed ta- inc1ude other possibi1ities as weIl, such a~ 
regionalism and the attempt to foster a Canadian culture. 
In spi te of i ts ,insistence upon a .central informing myth, 
Alphabet existed very much as a loc~tion'for Canadien culture 
rather the.n as a militant li terary- p'eriodica1. Once i ts in-

"' ... 
tention had been stated, policy reiaxed, with few polemical 
argUments being voiced against other orientations. In later 
issues work by west coast aestheticists (~poetst bissett, 
Nichol) càme to be incorPorated into the-ma~azine, and re-

, . 
views of books by Mont~eal poets (Layton, Siebra~se, Mayne, 

176 

Scott, Steve Smith) were evaluative but generally unargumenta-
" \ 

tive. In Klphabet Rèaney chose to embody rather than assert 
-, ''\0 

an orientation; as editor he operated according to a ohanging 
po1icy th~t-aimed ab retaining the essentiai "objectives h~ 

- ~ , 

~~n the magazine's~irst editorial. 
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CHAPTER SEVEN 
\ 

THE BLACK MOUNTAIN INFLUENCE: TISH AND BEYOND - .. 
Tïsh, Ifa 'Poetry newsletter--Vancouver," i9 perhaps the 

1 \; Most f~mous and controversial of the Canadian li ttle magazines; 
~~~ it ie ?ertainly the beet docume~ted, with the first nineteen 

~~sues i~ a reprint edition and two book length studies'(The 

\ 

\ 

\. 

\. 

. . 

" -Writing ~ and PoetEl ~ !h! Colonized Mind: Tïsh) already 
devoted to it. Much of its notoriety and i~terest ~'Prings 

, 
trom the view that Tish appeared at a crucial t~me in the 
evolution _Qf·-Canadian Modernism and i ~ re'Presented a well
defined orient'~tion and belief as to how po~try should be 

·written. The :eadings of what T~sh'meant, however, have been, 
to say the 1east, v:a:rio~s... Louis Dudek, having fought long· 
and hard for a deve10ping Modernist poetry in Canada, cou1d 
see in Tish and i ts poets "the main 1ine of continuing modern 
development" and the. 'continuation of "the authentic modern 
tradition 'in Canada. ,,1 We.st coast cri tic Warren Tal1man sees 
in the ~ group not sa much a c-ontinuation of the mod,em 
tradi~ion aâa rejection 'of the humanist approach evident in 
ear1ier Canadian poetry (including that of Dudek'and,his 
co1leagues L~yton and Souster) and the beginnings of Post-

- ~ 

Modernism in Canadian poetry. V~wing things from yet another 
Q 

point of view, Robin Math~ws sees'~ as a betrayaI of the 
~ 

nativè tradition in Ca.nadi'an poetry and as a stage, in the 
"U. S. invàsion alld colonization of a part of the poetic cul
ture of Can~da.,,·2 Sur,e1y then, in ~, in its poets and in 
/their'orientatl~n towàr~s poetry, ~e find something th~t ie 
controve~~l and possib1y a1so cen\ral to the question of 
MÔdernism. If Dudek' is correct !!!h extends the tradition o~ 
Modernism that began in Canada wi th Scott and Smith';' if T'all
man is cQ,rrect then the Vancouver poetry experiment of the 

, 1 

1960'8 represents a vitally new poetry that makes great de-
'il..J • 

partures from' that which preoe4ed it;.and it Mathews 1s cor-- / , 
rept t Tish :represents a betrayal c"i Canadian culture ,.n'd 

-\ , 

\ 
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Canada's indige~ous poetic tradition. An investigation of 
these possibilities is as much a part of the study of ~ 
as any recounting of the magazine's history. 

Mathews' ;view of Tish differs from the views of Dudek 
and Tallman in that it is totally condemnatôry. For Mathews' 
Tish is a "bete noire", ~he Most extreme example \of the 
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Canadian poetie tradition being invaded by American influence."~ 
The influence of the -American Black Mpuntain poets upon the 

~ 

~ group is seen as an aesthetie and political betrayal 
of something essential1y Canadian. In faet, Mathews does not 
see Tish as the first case in whieh Canadian poets have be
come annexed ta U.S. :t>0litica\ and poetic ide~logies: 

The invasion has not been -eonfined to the 
Pacif~c Province of Canada. It began, e18e
where', a half century ago, at least. It has, 
however, gone Virtually unrec,orded because . 
U.S. "influences" and "cosmopolitanism tt have 
often been offered as desirable. Canadians 
have been told that they must aecept the 
leadership of foreign poets and styles if 
they are to be serious, contemporary, and 
good. The foreign poets are usually U.S. 
poets or poets who, for sorne reason, support 
the poeti~s U.S. poe_t§3 claim are central in 
our time. _ ~ 

In this pas,.~ge Mathews is being rather cryptic, sugg,esting 
that the invasion had begun "elsewhere," ,and making passing 
referf!nce to a. term such as "cosmopoli tanism" coined by 
Smith in the 1940's. In his, essay "Poetiçs; the Struggle for 
Voiee in Canada, If Mathews spells out his views on the betrayal 
of the Canadian tradition in ,greàter detl!il. First stating 
that the "battle about poetics has been a battle, wi th ~n 
ideological basis, a basis in political ~eality, political 
powe.r, and poli tical influence, ,,4 Mathews' goes on to recount 

o ., 

what he considers to_ pa some of the prime determin'ants of 
the st.ruggle: 

One of the fundamental' determinants of the 
struggle about Canadian poetics and a Canadian 
voiee in more reeent decades might be called 
the rej ection of the Canadian tradition, or--

\ for those who want a le'ss partisan phrasing--

\ 
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the misunderstanding of Canadian poetry 
written before 1920. That rejection or mis
understanding i8 visible." •• especial~y 

-from the McGill Mov~ment onwards. • .Since 
the McGill Movement ;{t4e hallmark of general 
misunderstanding haè·been the tendency to 
lump good and bad poetu into nt'he maple 
leaf school", dismissing the whole wi thout 
examining the parts~' 

Mathews fixes the cause for the second determinant as being 
\ 

an aspect of the first" believing 'that as "a part of the re-

tection of the Canadian tradition a number of Canadian poets 

and critics ••• have gone outside Canada as a fUndamental 

policYI in ~earch of major l~adership, models, and theories' 
of poetic imagination. ,,6 Mathews contends that the spurned 

Canadian tradition is replaced by elementa of the U-.S. poetic , , 

tradi tion, and that the initial "betrayal" by the McGill 

Movement led, to a constant string of "betrayals" that bring 

us up to the present day: 

/ . -

As' we must be aware, the McGill Movement 
eventuated .. in sousterian colonial-mindedness, 
and i t, in ,turn; was followed by the Black 
Mountain Imijation School, theories of "North 
Jtm,erican"~ po'etic sen~i bili ty and publications , 
like BOqnâa~ 2 and aross Country, boyh·-·o.f'-~ 
which serve o-"contlnentalize" poet~ic Jimagina
tian. The 'resul t is not to bring twd-,~etic 

,imaginations into f:rui tf'ul dialogue'r It is to 
aesimilate Canadian poetic.prgduction into the 
U. S. tradition. 7. '.-

~ \ 

What ia most .striking aboUot Mathews" strident argument 

'and h~s view of Cai?-adian _poetry ~is .thât ft is èssentially 

anti-Modern!st. For Mathews it is the poets of the Confeder

at:j.on whO' serve as the \genuine beginningso of a Canedian 

tradit~on to wh1ch ~e must hold; denouncïng the Kmerican in-
\ 0 

fluences of the Modernists (which is, of c?urse, a grand 

simplific~tion, in that Modernism is, by its nature, a~ in
·ternatlonal movement, rather 'than an American movement of 

aggrandize~ent) Mathews ie quite willing to allow the English_ , , 

Romantic ïnfluences and modele that inundate ... the poetries of 

Lampman, Rooerts, -.carman, and Durican Campbell Scott. What 

.. 

18] 
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Mathews i9 denoucing is the Mode-rnist movement in Canada be

ca~se he cares for ne~t!,-er the ae~theti~ the inher~nt 
politics, as he sees it, of Modernism. His ~reading of 

the sources i11 Scott and Smith is s~gnificà.nt, in' tha,t he 
sees them as derived from American rather than English 
traditions. Tish, for Mathews, is only the .latest instance 
in a long line of innovations of which ~e disapproves. The 

t • 

Most significant weaknes8 in his argum~nt i8 the inability 
to provide an alte:rna,tive to the poetry of the Modernists; he 

Etrgues that we should ignore fif'ty years of Canadian poetry . 
1 

wi thout replacing i t wi th further develo-pments in what he 

considers the genuine Canadian tradition. The Black Mountain 
\ 

poets', in attem-pting 'te reroute Americarf poetry around Allan 

Tate and John Crowe Ransom, could note a continuation of . 
Pound and,Williams' Modernism in Objectivists like Oppen, 

Reznikofl, Rakosi and Zukofsky, who served as \a bridge be

tween the early Imagists of the 1910 t S and the Black M9~tain' 
1 
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and Beat poets.of the 1950·s. Mathews i6 incapable of bridging 
• • 1 

the gap in t!).is way because there is 'actual1y no intelligent 
continuation ,sfter 'the Confede'ration' peets. Whether Mathews

acc~pts it 'or DDt, the Modernist tradition has fully incorpora
ted itse1f into Canadian poetry ~nd has prevai1ed as the most 
vi~al force in Canadiàn poetry' in the 1ast fifty years. The 

Canadien traditipn has not been bet~ayed but has substan-
.' 

tially b~en modified by the influx of a set of tdeas that now 

imbue Canadian.poetry with a genuine contempora~eit1. It 
seems foolish on the 'part of Mat)lews, therefor", to indicll 

t'he inno~ators in cap.â.düln poetry i~r cul tùral treaso~ when 

t~e;lr real contribut~on is so positive. 
Louis Dudek"s view of the Vancouv~r ~ movement as an 

extension or continuation of the Modernist movement appears 
, " .. ~ 

in his' essay. "Lunchti'me Reflections an Frank Da';ey's Defence 

of the Black Mountain Fort'" (Tamarack a;view, Summer 1965) •. 

Dudek' s esee.y wa's a. 

sue: "B1ack ~ys on 

detend the' pre sene e 

\ 

respo.nse to an e's'say .in-,,;,the previous i8-

Black Mduntain, Il ~1ri which -bavey tried to 
\ 

of the Black Mountain inf.luence in Canadian' 
\. 

1 

l

I 
1 
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poetry by detailing its basic premisee and insisting upon 
its widespread influence. DUdek argues that it ie a doubtful 
case for Davey to place ,everyone under tfie banner of the 
Black Mo.untain school when, in fact, .the common source for 
a:1.1 Modernist poets is .~agiem and the poetry of Pound and' 

- " 

Williams. Dudek rightly sees the.new school of poets (Black 
Mountait- and ~) as a "hopeful continuation ~=: would-be 
theoretical fulfillment,,8 of what the early Modernist~,thers 
had proposed. 

Interestingly, as we have seen in the chapter on the ~ 
magazines of the fiftie's, Layton, Souster, and Dudek were 

\ 
contemporaries of Olson, Creeley, and other Black Mountain 

, , 
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poets and ,united with them to ~orm a ~ind of op~going spiritual 
beachhead.of Modernism in the conservative and retrenching . 
fifties. For the Most part they drew upon Pound ,and Williams~ 
This~eems to, be especially true,in the qases of Olson and 
Dudek; tatton seeme to have tried to steel' his Qwn idiosyn
cratic cp.urse thou~h, paradoxical1y, he was the Canadian -Most 
readily embraced by the,) Black Mountain poets; 'Souster appears 

" , ,. 
to have been the one of the/- th~èe who fell Most under the' 
sway C?f Williams, and then of Olson, via the "Projective 
Verse" essaye What we see, on the part of thes~ C~nadian poets 
in the fifties ,. is an unwillingness to be drawn into too 

~ , tight an association with their co~patriots to the south. - '''." 

Thi%,' again, seems to be,more true of' Dudek and Lay ton; Sous-. 
ter' B Con.tact and Combustion at times look like a version of " 

~ Origin/Black Mountain Review North. Although deriving fr9~ 
common sourc~s, the poetry of the American and the canad~an 
group developed qu~te differently, to the extent that Tallmart 
can, see the Canadfan group as working wi thin a humanist tradi
tion while he plaCéS the Blaçk Mountain group in the central 
modern tradition. Thè latter, for him, includes the poete 
assooiated wi th 'llish. Th(!. main point r would -make here ts ,,' '\ 

\ -
that Black Mountain p,oetry ia a specifie derivation. trom 
Pound's and wil1iam's Modern1sm, and that 'it differe clearly 

'. 1 

from the Modernism practieed bY,~he Cerberus 'trio. When the 
\ ~ , .. , ~ 

, . 

" 
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Black Mountain influeJ}ce hi t 'the ~hores of Vançouver i t brought 
into Canadian,poetry develo~ments tha~ were'new and different 
from those practiced by the'ôlder eaat coa~t poets. In or4er 
to tinderstand just how the Tish poets continue'the progess - , 

of MOderni~m in Canadian poetry, and to also understand how 
their poetry dilfers from what preceded it, a short investi~ 
gation of Black Mountain poe.tics may be in -oro-tir;'-

In Canada the tenn "Black Mountain" has often been used <" 

too-loosely,to designate th~influence of A~erican poets of 
the fifties and sixties, and oritics have gone so far as to 

rt 

inelude members of the N'ew York School) and the Beats under 
the general category of "Black Mountain". wi thout discrimin
ation, all poets included'in Donald Allen's seminal anthology 
lli !!! AAeric'Qn1 poetry h~y~ often ,been seen aa having a 
monoli thic influené e upon ~he west coast 'Tisa poets. We 
should note, however, that although'afterJhe ~anco~ver . 
poetry cont'erenee of 196-3 a more general erican influence , , , 

came to be f~lt, in Vanoouver, the first editorie1 period of 
~ish (1961.-1963) reveals the predominance of Blaek Mountain 
poetic thinking in that magazine; and we shou1d be careful' 
to remember that Black Mountain is a specifie individua1ized 
group of poets rather. than an ihcl.usive Pan-.Ame.,rican phen
omenon. Donald Allen was careful to poini out in his antho1ogy 

" . 
that the ,ten p<?ets whom he grouped under the heading of Bl.ack' 
Mountain share their association by having:appea~~d in'the 
little magazines Origin and Black Mounta1n Review and in 

1 ' 

sorne, but not all, il).stances having had sorne association-
with Brack Mour,(tain College. The ten poets that Alle~ desig
nated as the Black Mountain poets are Charles Olson, R~gert 
DUnoan, Denise Levertov, Paul Blackburn, Robert C'reeley, 

,Pau1.Carroll, Larry: Eigner, Edward Dom, Jonat,han Williams') 
and Joel Oppenheimer,,' '.This, then, ia a preci~e 'list of just 
whu, the Blaè~ Mountain poets are. ~, 

A'nd yet,. as wi th all li terary mQvements, the placing , 
of ten p'oet"s under a/, sing1~ banne~ ie probably more oonvenr
ient than it is' ~xàct. Wh$t this group~8hared was' a cert~n 

." 

1 

1 

, 
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aesthetic sympathy rather than a manifesto, al;though one could 

argue that Olson' s "Proj ecti ve Verse" essay did much to em
body just such a set of common assumptions. More than any
t-h~ng these poets. shared a time and an ou.tlook; if we turn 

to the work of individual wri~ers we at once notice each 
poet's individuality as distinct fram the other members of 

the group. 
'l'he beginnings of the Black Mountain group can be trac éd 

1 • 

to the sprir,tg of 1951 when Cid CormaR started a' magazine called 
Origine rt served as a meèting place for Many of the writers 
who latar appeared in B1ack Mountain Review. 

• ., .;tllêsEt wri ters, in rebellion against the 
'moda11 ties"then d~minant in poetry and cri t
iCis~, had 'few ot~er outlets--among them, 

, Golder1'--Goose, Mer!rïn and Rainer Maria Ger
hardt i B' Pra~tS' •. 'l'oward rate 1953-early 
1954 c~rtal.riâphazardly relflted. circumstances 
conepired..ça add one more,' and probab1y the 
moat signifiçant: 'rhe Black Mountain Review. 

Origin, having done its pjoneer work, seemed 
to be fal tering: "'It·s not tired," CreeNly,' 
said, "but i t' s really ~en carrying a lot of ' 
weigh~ f9r some time. 't 'l'here seemed to be 
room--even demand--for a publicatiôn that would . 
admit sorne further possibilities. Creeley and 
CI'son, for examp+e, wanted "an active, ranging lt 

section for cri tical wri ting that would be 
"prospective"--"would break down habits of 
'subject' and, g~in a new experience of co~--
text generally. 'j " , 
~ 

Cha.rles Ols~n., who wes at that _ time rec,or of ;Slack Mounta~n_ 
College, served as pri~e mover for ~ nack Mountain Review: 

The starting point 'Ras Olson"s 'conviction 
that a magazine would help. to promo1{e the 
c ollege, and that a reinvigora t ed coll ege, 
in turn, wou1d help to break, the hold af the 
New ari ticism and give needed support to li t
erary eXl'ressi0.,!l with cuite different concerrls. lO 

, . . 
One thing that linîfies the Black Mountain poets is their . . 

rebellion against '"New ~riticism and their di.scontent with the 

growing oQnservatism that had come in its w~ke during the', 
" ",. 1 

19"30'S arid 1940·s. The"'Blàck Mountain poete opposed this with 

-----~--~ ~---- ------
'-

1 • -- i 

t 
! 
1 
1 

1 
t . 
1 
1 

i 
j 
1 
1 
1 

! 1 -

1 

I-
I 
1 
1 

"'~'. 



----. --- --_. -- -.~._-... -... -- -" - .. ,. -.- ._---_.- .. -----

( 

1 \,' 
~~ -- ~- ~ ~.,.. ...... _~ ... ,~ 

what they saw as central to the fathers of 1I0dernism, Pound 
and Williams" and they concerned themselves with oarrying on 

. , 

the innovations of Mode mi sm •. ' Robert, Creeley, in intervi'e", 

186 

addressed himself to the question of the oontinui ty of modern 1 
~ 1 

, .. 

poetry: 

,( 

l think that what's happened, at -le8st in the 
oontext of the States, is tlult the poetry 'of 
the Twenties and Thirties, or that which RS' 
dominant at that time, pub:tio'ly-let· s say
the poetry, of RansolD and 'rate and Bishop and 

,that which then came frpm the younger men such 
as Jarre1.1-this pO.etry, in' effect,tended to 
block off, not to smother but to .cover, the 
actual :tradition ·ths.t, was still operàting' in 
the' poetry of say Zukotsky and' Ifèzniko:f'.1" ,nd 
George Opp,en, but t feel that the continuity~ 
is there, su:ffers no' break, k!teps going.~I 
suppose for one thin~ the partlCu.l.ar lives of 
the mep. involved made i t imposs~l:e ta have an 
apparent,1y clear line all the time. ,Of ·those 
concemedoJ there's the fact tlÛlt Pound was 
living abroad, H.D •. was in .Europe also, ,and .' 
Williams was living ,,8 life which d~ti~ed him , 
primarily as a doctor. ZUlçofs1rr 1s very quiet 
and not at ,aIl a man wh9 enjOy8 asserting him
self pUb1icly., S'o r think ··that "hat' happened 
was ~hat once the social aspect o~ the Roaring 
Twen$ies died out in writing, peoplè assumed . 
that the actual,work that had been initiated ' 
~ that s,ame period ,!as. dorie too, but wé find 
that people.., ac~ually worked 'cont1nuously alJ.
d~ing the time: besid~s Williams an,d' ~UlcofskY' 
thëre i8 H.D. and the younger men who were di5-
sa't1sfied with the Ransom and 'tate sellool wertt 
t9 the!r They were happily ,av~ilab1e in som$ . 
sense. 

.. 
The B~ac~: Mountain group c.lear}-y took up th! ;Line - of Mode:rn~ 
ispi begun by Pound and Williams, a traditiQn whiell. they saVi 

.. ~ ~... 1 ,.., .. ," J • 

con1finued GY the Objectiviets.. .... 
~ '/ ~ 00 \ 

Beyop,d ~n antipathy to' the po.etl7 of the New ~ri ticism, 
however, what 1s it that the Black Mountain poete .shere?" It 
1s creei~y agai)1 who - attempts, to supply'. s~ui'e definition: ' 

... dl \.. • 

, .... .. ( • 1) " 

l ·thtnk, "boat. did happen then, and whàt Continues f: 

to ~ppen among these people to jain us. all to
getp.er. i.s, t.hls: -a very conseioûs c;oncern wi th 
the ,'manner of a· p0l!m, with the forufof. a 'poem, / 

, , . -- " 
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so that w~ are, in that way; freed from any 
solution unparticular or'not particular to 
ourselves • .DIson, l belieïïe; was a decisive 
influence upon me as a writer, because he 
t,aught me how to write. Not how to write . 

.poems that he wrote, but how to write poems 
that l write.'This is a very curious and very 
specifie difference. 

l think of Paul Blackburn~ he was really the 
first poet lever knew, and'I remember arriving 
in New Yor~ in a pretty hysterical fashion--we 
were about to take one of those boats--and Paul 
and l spent two an~ a half days and nights 
simply talking about how do lOr write a ~oem? 
Wefd come, very respe~uIIy, rom Pound s 
influence. Pound, again, is back of all this, 
as is William Carlos Williams. We aIl had 
to find the character of our own intelligence, 
l suppose it would be, our own minds, the terme 

f'of our own living" and we did i t by_ this 'Pre
occupation with how is the E1em ta be p~t on 
the ~. Not tlhOW"doweI'ee generaIly' --are 
~g~people or bad people--but how shall we 
actually speak to other people in this medium 
in a way that's not exclusively persona!~ but 
in a way that is our own determination. 

C'reel~y' s' ~oting of the preoccupation wi th t"~ is the poem 
~ ~ put ~-~ ~ .. points out that Black Mountain poetics 
are essentially teçhnique-oriented, the Most central issue 
b~ing one of"poetic notation. paso, a central prerriise would 
seem to be that stated by George Bowering in his essay "How 
l Hear Howl," that "Poetry is a vocal art. ,,13 rn seeking to 
free poetry from the trammels of end rhyme and a metronomic 
regularity of metre, the. Imagists we,re ultimately attempting_ 
to bring the language of poetry inta closer communion with 

\ -
the language of speech. Black Mountain poetry brings the 
language of paét:ry into' the sarne realm as the speech of each 
individual. And it attempta ta provide a notation that corre
spond-s to real speech. 

These central concerns validate Black 
'literarr tag, giving as much definitlon to 
three key propositions of the Imagists. As 

Mountain as a 
the group as the 
with the Imagists, 

who had Pound as their, central figure, the Black Mountain 

\ poets had Charles Olson' a,s their leading theorizer' and rally-

/ 
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We did use Oison as ~ locus without auestion~ 
We were variously i~volved with Pound and 
Williams. ' ••• rve w,éren"t leaning, l think, 
on Olson's condition, but we were using a 
premise which he 04' course had m'lide artic- , 
ulate in projective verse. We were trying ta ~ 
think of how a more active sense of poetry 
mig~t be got, and that's l think the coinci
dence we share, o~ rather the coincident com
mitment: that each. of us felt that the then 
exlsting critical attitudes toward verse, and 
that the then existing possibilities for pub
lication for general activity in poetry par
ticularly, were extraordinarily narrow. We 
were trying in effect ta think of a base, or 
a ditferent base from which to mave. And '''-" 
though we've all, eaéh one of us, l tnink come 
up with distinctive manners of writing ••• 
what's taken to be the case in writing is 
something we share very much. That is, we each 
feel thatjwriting i8 something we're given to 
do rathe~ than choose to do; that the form an 
actual wtiting takes is very intimate to the 
circums~ance and impulses of its literaI time 
of writing ••• that the modality conce-ived and 
the ac~~sion conceive~ is a very similar on~.14 

The Black Mountain impulse then shares much with that of t~é 
Canadian Cerberus group in terms of trying ta keep Modernism 

,going in the face of an encircling c?nservatism and formalism: 
At the sarne time the Black Mountain pèets seern intent on find
ing their way to freedom in poetry through form, that form 
being the open form that OIson considers in his,...."essay "Pro
jeçtive Verse". This essay merits sorne examination if we are 
to see precisely wha:t the ~ poets were "able to dj.still_ 
:from OIson and the Black Mountain group. 

0190n's "Projective Verse," on the strength of its in
fluence,'stands as one of the "lé~ding poetic rnaniféstoes of 
this century; in its extension and elRboretion of the early' 
/ , 
Imagist principles it transports modern verse in the Engl~sh 
language into a new phase, ouite often tenned npôst-Modetnist,tI 
ta use the'term originated by Olaon himself. In many ways it 
makes free verse a more systematic poetic forme 

Ns l have previously stated, the Black Mountain group 
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existed as a k~nd of dynamic tension and oppasitio~, ta the 
tradi tionally-based New Cri ticism poeta. "Moving into the 

1950's, New C~ticism had already spawned a second,generation 
of poets, a generation who were effectively anthologized in 

, 

189 

Donald'Hall and Robert Pack's New Poets of England ~ America. 
If we contrast this anthology with Donald Allents The New 
American poetry .we find tw;-t~fferent line~f devel
~pment. T~e poetic fathers of New Poeta of Englan~ and America 
are Ransôm~a~e," Auden, Spender, Sandburg, Frost and Thomas, 
whereas the k~ anthologr ~oets seem ta draw their influences 
from Whitman, Williams, Pound and H.D. This is perhaps an 
over-sim~ification, but we can see here the contrast between 
an essentially traditional line of poetry. and a radically 
Modernist line. At the time of OIson 1 s "Proj ecti ve Verse"" 

" the traditional line was predominant, as it had been fo~ most 
of the period since the mid-191:O l'S,, certainly from the 1920 t s 
onward, so that in Many ways OIson was going against the ac
cepted standards of the day in his attempt to move ModernisM 
ahead. 

In beginning to put forward his theory of "projectïve" 
or "open" verse OIson contrasts it wi th IIn011;-projective" verse: 

"~ what ~ French critic calls "closed" verse, ~ verse. 
which prtnt bred and which 1s prett~ much what ~ have had,' 
~n English ~ American, and have still ~ despite the work 
of Pound & Williams_"lS Ks opposed to this closed poetry which 
print has bred; OIson proposes a forward movin~ verse that . 
puts into i tself "certain laws and possibili tiles of tÏ\e breath, 
of the breathing of the man who writes as weIl as of his lis~ 
teniIYgs.,,16 This verse he sees as having been preceded by 
the "revolution of the ear, 1910,,1'1 which is the revolution 

of Imagism whieh insist~d on poetry being composed in the se

Quence ,of the m1.tsic~l phrase. rather than the.t of a metroname., 

OIson here" is striving for a free verse that Moves off from 
'something as abstract as "the musica:t phl"~selt and brings 

1 

poetry back into tot~l integration with the' hum~n voice •. 

,. "PrOjective Verse" is broken down into two parts; in 
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the first part Olson shows what his concept of proJective 
verse is anq how it i~ aChieved, and in the 'second part he 
suggests "a few id-eas about what stance toward reali ty brings 
such verse into being, what that stance d'oes, both to the 
poet and to his re'der."18 

First, Olson provides "projective verse" with two syn
onyms, "open" verse and "composition by field"; these are' 

opposed to a poetry of "inheri t ed line, stanza, over-all 
form, what is the 'old' base of the non-projective.,,19 Olsotl 
is objecting here ta an accepted or "inherited" fOTm into 
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which a poem is molded; in the "non-projective" p<?em forro 
precedes content or, at least, dictates the "method of presenta
tion of content. As Olson defines i t, the three--main concerns 
of the projective poem are "kinetics,"-"principle," and "pro ... 
cess". OIson sees a poem as a way' 'of transferring energy from 
the 'poet to the reader. Regarding the poem itself and its 
relation to this energy, it must "at aIl points, be a high 
energy-construct and, at all points, an energy-discharge. ,,'20 
In order to maximize the efficiency with which the energy is 
transferred, the composition of the poem'must adhere ta the 
essential 'principle of composition by field, d~fined in the 
fonnula "FORM IS NEVER 'MORE THAN AN EXTENSION OF CONTENT. ,,21 
Finally, there is "the process of the thing, how the p~inci-

",-. pIe can be made so to shape the energifs that the fonn is ' . 
accomplished. And l think it can be boiled down to one state~' 

ment (first pounded into my head by Edward Dahlberg): ONE 
PERCEPTION MUST IMMEDIAT ELY AND DIRECTLY LEAD TO A FURTHER 
PERCEFTl"QN: ,,22 

The contrast, then, between project~ve and non-~rojective 
verse is well marked. Projective verse strives t,o be kinetic 
rather than static, written in·a forro which projects or car
ries the kinetics of content rather than molding them to a , , . 
fixed pattern. Lastly, rather than formally developing and 
polishing one perception into a poem, the projective poem i9 
a process of perception, always kinetic, always moving. 

Describing further the nature of the projective poem, 

" 
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OIson nottls t'ba. t' "that verse will only do in which a poet 
m~nâges to regiater both the acauisitions of his ear and 

'the pressures of his breath. ,,23 Havihg deno'unced the;;'; line, 

s,tanza, f0I"!J:!., OIson now posi ta poetry as an auraI/oral p'r~-
cess. For OIson, 
the ear; what he 
the syllable: 

Imagism ,ha~ existed as the revolution of 
, . 

now posits as the acquisitio~ of the ear ia 

-, 

'It is the king and pin of versification, what 
rules and holds together the lines, the larger 

,forms, of a poem ••• It ls by their syllables 
that wor.ds juxtapose in beauty, by these parti
cles'of sound as clearly as by the sense of the 

. wo~ds'which they compose. In any given instance, 
because there is a choice of words, the choice, 
if ,a 'man 1s in there, will be, spontaneously, 
the obedience of his ear ta t~e syllables. The 
fineness, and the practice, li~ here, at the 
minimum and sour~e of speech. 24 

Te a certain extent the idea, Inherent in Imagism, of com
posing i~ the sequence of the musical phrase lies behind 

, . 
'Olson's assertion of the syllable as the "king and pin of 
ver~:ification." The sylla1?le, as 'unit of sound, contains 
the ~ssential qualities. of the music of language. Ta this 
OIson adds the sense of phrasing that results from the pres-, 
sures of the breath: 

But the syllable is only the first child of 
the i~c est o~ verse (always, that Egyptian ' 
thing" i t produces twinsf). The other child is 
the LINE. And together, the'se two, the syllable 
and the line,'they make a poem, they make that 
t~ing, the--what shall we call it, the Boss of 
ail, the "Single Int e1l igenc e ." ~nd the 1 ine 
cornes (1 swear it) from the breath, from the 
breathing of the man who writes, at the moment 
that he writes,'and thue is, it ie here that, 
the daily work, the WORK, gets in, for only he, 
the man who w~ite~, can declare, a~ every moment, 
the line its metric and its ending--where its 
breathing, shall come to, tennination. 25 

For Oison, measure comes fr,om the speàking voiee of the in
dividual poet rather than from a set of 'conventions. OIson 
is here insisting upon the line as a complete unit of speech, ) 

the length of a breath during which words are spoken. The 
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written poem, then, is a tran~cription or notation of how the 
poem would be spok~n aloud.' According to plson' s stated prin
ciples, the projective poem has an aesthet~c base which con- ' , . 
firms Eliot's assertion that free verse is' not free; OIson 
ad~s, however, the-pr~~cip1e of measure of this verse farm, 
nam:lY the 1ine. Ols~n '~ur:her observes that , 

It 18 now oniy a matter of the recognition of 
the conventions of composition by field'for us 
to bring int~ being an open verse as formaI as 
the\çlosed, ~ith aIl its traditional advantages. 26 

Projeptive v1rse, then, is not free' form, but has its own
set of formar principles. 

Having defined his concept of projective verse, OIson 
goes on ta comment upon "rhetorical devices whibh have now 
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ta be brought under a new bead. n27 'Simile is to 'be avolded, des~ 

cription has t,a be watched because lts easiness can often 
drain ,the energy from a poem. ~ll slackness must be avoided, 
in ~ha~ it disperses energy. Observation, whic~ he likens ta 
ar~ent in prose, OIson considers to be "properly previous 
~o ~ act of the poem. ,,2~' If i t ls to be contained in. a 
poem at all it-must be "juxtaposed, apposed, set in lt29 so 
that it does not interfere between the poem's content and f~s 
forme Olso~~lso states that "the conventions which logic 
has farced on syntax must be braken open' as quietly as must 
the too set feet of the old line~"30 AlI the old poetic de
vices are considered by OIson ta be' interferençes which dis
perse the actuali~y of the poem. 

Olson's' final point in the first part of "Projective' . ' 

Verse" i8 that the typewritei' ia a great writing tool, in 
that 1 t enablee a real specifici ty in notati\m. This precision' 
in notation enhances the relationship between poem as wr1tten 
medium and poem as auditory experience: 

••• what l want to emphasize here, by this . 
emphasis on the typewriter as the personal and 
instantaneous recorder of the .poets' work, 19 
the already projective nature of the verse as, 
the sons of-Pound ~d WilliamS' are practicing 
it. Already they are composing as though verse 

l 
j 

,! 

'\ ! 
j 

1 
Î 

j 
} 

l 
" 

î 
\ ? 



'. 

1 

~ 7 

t 
1 
~ , 

( 

1 

/ 

( 

was ta have the' reading. its writing involved, 
as 'thaugh not the eye but the esr was to be 
i t,s measurer, as though t~,e, intervals of i ts 
co'mposi tian could be so c'a:'refully put down as 
ta be precisely the intervals of" its registra
tian. For the ear, which once h~d the burden 
of memory to quick~n it (rime & regular ca
dehce were its aids and have-merely lived on 
in print after the oral necessities were 
ended) can now again~ that the poet has his ' 
means, be the threshold of projective verse.31 

In essence, OIson is attempting~ after 500 years of print 

poetry, ta re-align modern poetry with the oral' tradi~"on. 
:çn the seconq part of "Projective Verse" àl~n t l~s 

of how the projective purpose in verse involves a ew tance 
toward reality as weIl as towards the poem. ,He insi ts that 
the realization that the beginning and end of the poem i-s 
"voice in its largest sense,,32 changes the ~onceiving and 
material of verse. What OIson proposes as the ·prime aesthetic 
for projective verse is "objectism": 

Objectism i9 the getting rid of the lyrical 
interferences of the individuel as ego, of the 
"subject" and his soul, that peculiar pre-
,s~ption by which western man has interposed 
himsetf between what he is as a creature of 
nature (with certain instructions ta carry 
out) and those other creatures of nature which 
we May, with no derogation,.·call objects. For 
a man is him~elf an abject, whatever he May 
take ta be his advantages, the more -l-i-lE-e1.y ta 
recognize himself as such the greater his ad
vantages, particula~ly at that moment that he 
achieves an humilitas Buffiaient ta make him 
of use •. 

It cornes ta this: the use of a man, by him
self and thus by others, \lies in how he con
ceives his relation ta nature, that force ta 
which he owes his somewhat small existence. 
If he sprawl, he sh811 find 1itt1e ta sing 

r:J.~ 

but himself, and shall sing, nature has such 
paradoxical ways, by way of artificial forms 
outside hima~lf. But if he etays inside him
self, ~f he 1a coritained within h\B nature as 
he 1e participant in the larger force, he will 
be able to listen, and his hearing through him
self will give him secrets abjects share. And 
by an inverse law his /shapes. will ma:ke their 
own way.33 
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OIson i~ arguing here for an a roach to reality which in-
" corporates ma!t' nto an" obj ect-object relation wi th 'the world 

of' nature as 0 posed to a subj ect-objec·t relation. What \he

is after in poe ry i9 not sa much ~ revelat'ion ~f. the e-mo

tional intensity that an individual experiences and then ex

presses in verse, 1 but rather the "secrets objècts share" 
l' , 

revealed i~ the medium of poetry. OIson believes that the 
\ . . 

pêt shoul~ ~ot· be pr~ent in the poem aS,'an"ego, but rather 

as, a cre,atti,re of natur~ that has the power .to articulate. ' 

C~mmenting upon the Blac\.Mountain poeta, Warren Tallman sees 

the ehift of consciousnes~suggested here by OIson as that 
from -the perceptive' ta ·tliEl~ropri{)èéptive: 

\ ; -. • .Modernist wri ~\ing' has shifted emphasis, 
'\ from tp,e perceptive \_~~ew in which attention 

focuses on the surro~ding world to ~ pro
prioceptive vièw in which self, h'aving sub
jected ~tself to its ~urroundingst beçomes 
th~ subject of a new writing which it is ' 
easies"E to define as a life sentence. Self. 
in ,the subject, writing-rs-verb and the ab-
ject is life, to be as fuilyalive as one' r, 

'\ c,an manage 'by way of sieht, hearing, 3~hink;lng, 
,feeling, speaking--that is, writing. 

... ,1 

. ThiS~' d~a of proprioception Tallman eouate,s with Olsonfs' dic-

tÙm t at the poet should stay ,;'insid-e hims~lf." 'rhe revela

tion a \:Life talées place through h~s belng a "participan1ï 

in the lli!:r,ger force" as OIson states i~ as op-posed ta being 

a purely perceiving, c9nsciousness. \ 

In ;-epresenting a Shi~t, to a propridceptiV'~ as opposed 

to a perceptive stance in their poems, the' Tish poets re~re

sent, a development ths.t places them in the Pôst-Modern stream 

as compared to the humanism of Dudek, Soustet'\ and Layton~ 
Rather than Aeeing a poem as som~thing shaped 'by hum an in-' 

telligence imposing its arder upon language, the,~ish poets 
~ 

follow Ols$n in seeing poetry as bein~a participation in a 

greater force, that force specifically being language wqich 
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the poet does not relate to a~ artisan or craftsman but rather 

~s disciple or'priest. This attit~de was stated by George" 
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Bowering during the Tish years:, 

The Tish poets 'have striven for accuracy and 
clarity, and have turned their attention upon 
the factual things that mak'e up the world, men 
included among them. The youngorornantics (chiefly 
from Eastern Canada and in the U.S. New York 
and California) don "t seern t.O have the desire 
to work for accuracy. Instead,of communicating 
they fall back on some'intensity of feeling, 
hoping to inundate the reader with expressions 
of'their(:wn superhuman soul, interpreted by 
themselv s.\They scoop a lot of slush 'into the 
space be ween themselves and natural phenomena. 
They think they have to Eut poetry into things; 
they don't have the sense and determination to 
find the poetry that is already there. 35 

The insistence upon accuracy, clarity, and the factual tràces 
, , 
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, Tish's line of descent back to Imagism with its precise reckon-- , 
ing of the actual. At the same time the diff~rentiation be~ 
tween'craftsman and priest is evident; the craftsman attempts , . 

to put poetry into things as opposed to finding the poetry 
that 1s already evident and waiting to be tapped. 

l, 

With hindsight, F~nk Davey has also been able to trace 
the roots of the Tish movement: --""'---... ,1 

The Tish movemen~ has its roots in Matthew 
ArnoIaTS view of the writer as cultural cus
todian, in Pound's view that the accuracy~of. 
a culture's language and the hea1th of its , \ 

arts are inextricably tied to the mora1ity of 
its economic life, in Williams' sense of art 
as participating in the litera1 events of the 
artist's community. Arnold's, Pound's, Williams', 
and OIson' s emphasis on prosodyf that on the ' 
writer a10~e rests the continued functioning 
of syntax and vocabulary as signifiers (rather 
than as obfuscators--as the commercial users 
of language would have it) of the community's 
lite. This is the" "mail\ line" which Louis Du
dek in ItLunchtime Reflections" trace's to Tish 
from Imagism and t'rom Williams' "no ideas--ou-E' 
in things', remarking that "this preference 
for the contemporary 'thin~' ••• implies grêat 
honesty toward~experience lsuch as we have in 
Creeleyand in the Vancouver poets), also a 
will to puri ty in language, and integri ty in 
the use of free organic verse forms." In i 
Canadian poetry before ~ the most indiS:llut-

\ 

1 
1 

l, 
1 

\ . 
1 

f 
j 

, 
\ 

, î 
'j 
J 

(' 

l 
i 
1 

- i 

< , 
, 

-l 



( 

) - - - ---- -- -----_._--

Q 

able represerttative of this "authentic 
modern tradition" is Dudek himself. This 
tradition has been communal (Williams) and 
cultural (Pound) rather than individualis
t'lo; has been concerned with prosody (,loyce, 
Stein, 01son) rather than themP-i has been 
local (Willia.ms, Bunting, Yeatsj<"\...Olson) or 
culturally historical (Pound, Eliot, David 
Jones) rather than natiom~listic; and has 
viewed writing as a cultura.l· 'office' 
rather than as a personal linguistic skill. 36 

We should note that these views on the piace of Tish in cul-
" -

tural and literary history are put forward by Davey in an 
article written fifteen years after the beginning of thé 
movement. In other words, Davey's ~bility to trace a line of 
descent fQ~Tish cornes from a later understsnding. It must 
also be~derstood that Davey here i9 making a case, however 
convincing a case, for the importance and 'centrali ty of a ' 

1 
literary movement in which he himself played an important 
part. Yet his main points are sound; in serving as a poetry 
newsletter devoted to the writing of a group of Vancouver 
poets (even though it is a rather small group), ~ reflects 
a communal concern rather than one directed toward individual 
Ivoice and li terary reputation.' Taking thei'~ eue from the 

\ Black Mountain po ets, the ~ group shared many basic pre
mise,s about the wri ting of poetry and in this way pooled 
themselves to form an almo~t communal identity. e.Like Black , . 
Mountain poetics, which are essentially concerned with tech-
nique and a relative freedom from the impositions of abstract 
intelligence, the emphasis in Tish poetry falls nàturally on 
p~osody rather thanon theme. Also, mOdeling themselves on 
Olson·~ Maximus, the ~ish poets developed a commitment to 

-------~ ---- \ place or "locus" and this 1ed them to' emphasize the, parttc-
ularities of the place whe~e they found themselves to be 
living: Vancouver, British Columbia. If there" is one thing 

\ î',~ _ tI' 

,~ ess&nti.al about w,est coast poetry of the past twenty"years i t 
ie that it has been int&nsely aware, in its most generalized 
phase, of being a west coast poetry as opposed t~ Canadian 
poetry~ The p~imary commitments of the Tish p.oets were to 
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language and to place. A 

'" In eonsidering the communal role of ~ an,d its sense 
of place, we cannat do better than start with Frank Davey's 
Comment: c 

It is the sense of belongin~ that is pro-' 
jected by Tish magaziné, ana y Vancouver 
poetry sin~ish, that has been-the most 
incomprehensi~ even un~cceptable, ta 
wri ters and cri tics in other provinces: the 
sense of belonging to a specifie geogra:phy" 
of gelonging to the political and social 
life of that geography, of belonging to both 
a local communi ty of Vlri ters and an inter
national co~unity of wr1ters, of belonging 
to (rather than posessing and USilJf) 18.nguage, 
of being at home in place, commun1 y, and 
language. -: :--

No one will ever fully understand Tish 
magazine or B.C. writing since Tish wno-does 
not understand this concept of ëOmmunity. 
This concept assumes that man must find his 
place in the cosmos, in the physîcal géo
graphy of his place, in the sopial fabric 
of his human settlement, ih the rhythmic 
and syntactic patterns of his language, that 
these patterns are liberating and sustaining 
rather than imprisoning ••• The aet of writing 
becomes a;, "poeties of dwelling."37 -

/ 

The central point here is the idea of the Tish poet as sdme
one "at home in place, communi ty, and language." Invest;ga
ting the phenomenon of ~, one 16 immediately impressed' by 
the fact that the magazine embodies the attempt of the 
young poets who gathered\around the magazine ta discover and 
affirm for themselves the crucial relations between them
selves and a sense of place, of community, and of language. 

As Warren Tallman has pointed out in his article "Wonder 
Merchants," ~ had its true beginning in Februe.ry,'196l, 
when Robert Duncan appearèd et the Festival of Contemporary 
X'rte in Vancouver and. read his, poetry and talked of poetry 
to a capacity aùdience. Among those present were G~orge 

/ 

Bowering, David Dawson, Lionel Kea~s, Jamie Réid, Frank 
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Davey and Fred Wah., In the late spring of 1961, these si~ 
young poets got together ta form a study group that had wftekly 
meetings on Sundays to diseuse the work that Duncan had intro-
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duced, to them. ,The primary text for their readings and diè
eussions was Donald ltllen t:'3 The New JÏmerican poetty. In-
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'" trying ta come ta terms with the work in this"anthology, the 
y.oung poets often found themselves facing diffieulties. As 
Tal1man recounts it, "With that kind of good sense that goes 
wi th direot eyes and open reaponses, they did a typical,ly 
absurd b~t intelligent thing. The group of (~ix expanded their 
numbers to 20, sa there were bath poeta a~ intereated friends 
of poets t subscri bed 85 each and offered Duncan the $100 ta 

J 

appear in Vancouver and lecture at length on Pound, the 
Imagists, OIson and the Maximus Poems, his oWn 'S~ructure of 

-Rime' poems in The Opening 2f the Field, and,' as i t turned 
out, Creeley, Levertov, Ginsberg and early days wi th--ifack 
Spicer and Robin Blas~~during the'Romantic 'Berkeley Re
naissance' of the mid~1940's.,,·38 Being situated in the west, 
the Vancouver poets really had not come into contact with \ 
the Moderni~t Canadian poetry of the east coast. Bowering hasP 

mentioned that he and Kearns did have sorne awareness of the 
(J'ontaot Press books, but they had never heard of poets suoh 
as ff.J .M. Smith or F.R. Scott at the time that ~ bega.n.39 

50 that i t wa,;s Duncan who really brought Mod,ernism into Van ... 
couver with his lectures and presence: 

Duncan, a walking and talking university of 
verse lare, filled the air with his Most influ
ential predecessors (Ezra Pound, William Carlos 
Williams, H.D.) and his closest contemporaries' 
(Charles .Olson, Robert Creeley, Larry Eigner, 
Denise Levertov). The gain for Davey and the 
others was not simply in the names but in the 
keys, o1ues and comments on the àrt of artic~ 
ulation. Tone leading, rhyme, spund resemblances 
and disresemblances, the musical phrase, composi
tion by field and correspo~dence, as ,ell as 
linguistic, musical, dramatic, and choreographic 
analogies ta writing--al~ these begen to buz~ 
about like bees. 40 

These young poete were intensely schooled in Bleck Mountain 
'" poetics, ·by Duncan, in fact, he ":taught them as much as they 

couIn absorb. Wherea.s, in ea.rlier phases of the Modernist 
movement in Canada poeta derived their infl~ences throtigh 
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the med'ium of prin.t, the Vanèouver poets had firet hand in
struction from the poets themselves. Eventually, Duncan, 01-
san, Creel~,. Levertov, Ginsberg, Spicer, B1.aser, Mîchael )2" , 

1 "il'" ...... -

McClure, J'ackson Maclow and Philip Whalen we:re all to appear 
in Vancouver, between the years 1961 and 1966, ta inst:ru.ct 
yo~g Vancouver poets irr the elemertts of their poetry.,It 1s -. 
simply by making their presence fe~t, so concretely t~at these 
poets brought their infl~ence to bear on th~ poets of Van- \ 
couver,to a greater extent than anywhere else in,Oanada. 

-But returning to the founding of Tish, it grew directly 
t-

out of Duncan's three nights of lectures orr--July 23, 24,' and 

,25 in 1961, at. the home ol Warren Tallman. K1though the group , 
of young writers had previouely been thinking'about publishing 

a magazine, Frank Davey notes that Duncan played a large part 
in bringing the magazine into being: 

,. 
• • • the main push teward a magazine was Dun-
can' s. His accounts of the,-histories of li ttle 
mags such as Ori~in, Ble.ck I)Mountain Review, and 
'l'he F10ating Bear began to promise freedom frem 
rëëeived stanaaras and establishment bias should 
we venture to create a similar publication. By 
the s_aturday following his final lecture the 
question was shifting from "should we" to "how". 41 

rt was finally on a Sunday in Augu~t 19~1, the last ci.ay C?f 
DUncan's s~ay in Vancouver, that the six poets decided,to 

start Tish. Lionel Keams declined ta be an edit or of the -
publication but was constantly involved i11 the magszine's 
operat~one. There were nineteen iseue cranked out betwe'en 

Sept'ember 1961 and Kpril 1963-, when Bowering, Davey and KearnB 
fini shed their M .A. exams st University of British C'o1umbia. 

r . 

The ti tle of the magazine, suggest ed by Duncan himself, ie a 
phonemie inv~rsion of the word "s-h-i-t". ~ Tt waB never the 
desire of the edi tors to produce a high1y pQlished li terary 

\ 
i periodical. 1-

\ 
\ 

Rather Tish was to be a record of on-going 
11terarYiCtivity, a·record that preserved 
'every roughneBS', insight, and stupidi ty that 
this activ'i ty enc-l,osed. The immediate modele 
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r were two U.S. underground'magazines, Cid 
Corman's Oriiin and LeRoy Jones' and Diane 
Di Primats T e Floating Bear. A more dis
tant model was Louis DudëKTS Delta, although 
to us even this magazine had a professional 
veneer which concealed whatever human con
lexts the writings had occurred in. Had we 
encountered copies of Contac:t or Combusti'on 

.' instead of Delta'4they woula· have undoubtedly 
been more use:rul. 2 ~ lj.)\ 

Besid~s sharing a common int~rest in Black Mountain poetry' -- ~ ~- .---'" 

and poetics, C'ontact and C'ombustion ahared wi th ~ et large-
sized gestetnered format. 

lAs with all group magazines, ~,had its own set o~ 
"poet~c pol:ttics to formulRte and considere These were set in 

\ mot ton at the time of the magazine 'a founding, as Frank Davey 
1 

explalins: 

. , 

\ 

o , 

.. , 

Later that, evening the poli t-ics of ->the mag
azine began wi th the ne éd to select an.' edi tor 
and devise an editorial structure. None of u~ 
five wanted a strong "editor-in-chie'f" (not 
o~e of us, in ~act, trusted the literary judge
ment of all of his coll~gues). Having an edi
tor wi th veto power seemed of li ttle advantage 
over submitting our work to alien quartèrlies. 
My election that night was, l am told, due ~o 
my appearing the least doctrinaire of the 
older editors (Bowering, Wah, and myself) and 
being ~hus least threatening to all. From the 
beginning, a majority vote among the editors 
was, held necessary ta admit matertal--including 
material by the editors •. In practice, we usually 
attempted'to dissuade fellow editors from ~ub
~ishing work we suspected, and, if failing ta 
mov~ bim, accepted his judgement ••• 

outside poets caused more controversy. Wah 
and r were originally in favor of exclbding 
ail except thos~ of the Vancouver scene •. · 
Bowering disagreed, being anxious to publish 
w~ll-known,writers (Eigner, Blackburn" McCXure) 
as a way of increasing both circulation and 
credibility. Our policy soon became to publish 
up to two pages .of "outsiders" per issue as a -
means .of defin1ng our !'tastes"., In retros'Pect, 
this explanation was clearly a rational~za.tion 

• • • 1 

In t~e months fo~lowing the first issue, we 
gradually located Tish' s appropriate fom :and 

--manner. ~. issue #:r,-the subti ~le had become 
tla poetry-newsletter-Vancouver" instead of the 
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originaF "a mega:zine of V?ncouver poetry. ft 
Tish was obviously a newsIetter--a record

4
Qf 

work-in-progress--rather ~han a magazine. j 

• 201 

Although Davey views Tish more as" a newsletter thaq a magazine, • 
perhaps Tallman, viewing the aetivity from a slightly' greater 
d~stanee, i8 right in asse.rting that: 

" \ 

••• in a deeper sense ,it was neither maga
zine nor newsletter but ameeti~g place for 
their lives ••• Poems written on~ week went ) 
the rounds the next, were argUed and ~elected 
or rejeeted the next, and printed, folded, 
addreseed, stamped and mailed the next. Not 
waiting forosubscribers the ed!~ors compiled 
their own mailing list, paid postage from 
their own almost empty pockete, and di~tribu-
tion was free. Poems and letters received were 
responded to within the day, the week. Every
thing that waB feeding into their lives was 
being fed directiy into a flood of poems: the ' 
city, their day-to-day'activities, their love 
affatre, Quarrels over poetics, their differ-
enee with Lay ton, Purdy, Acorn1 Gwen MaeEwen--
one another. 44 , 

'ln the constant flood of activi ty and energy Tish represents . ----
~ the little magazine operating at peak efficiency. A very 

specifie concept of poeties is enhanced by a continual working 
out and integration of poetic theory into poern~, a constant 
procéss of probing and discovering. The magazine itse~f served 
as a communal organ for its 
they discussed each other~s 
with a poet often rewriting 

w~iterst the mee~ings at'whieh - , 

poems were veritable work sessions, 
a poem if the rest of the group 

pushed him in that direction. The editors also did not at
tempt to generate interest or subscribers, but rather chose 
their own audience, mailing but the newsletter to the peo~le 

/' -~, they wanted to rea.d i t. Tish abounded wi th an almost rnissionary 
---, Q 

zeal, and it was the belief in the importance of their work 
that makes the magazine important. They knew that if they 
could fulfi1 their intentions they would make a significant~ 

contribution. Tish represents an interest~ng plend of aes
thetic hits and misses, but the vital energy of the magâzine 
and its subseauent influence cannot be questioned. 

The first issue of Tish appeared.in Sèptember 1961. 
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The magazine masthead notes Frartk Davey as editor 'and James 
Reid, George Bowering, Fred Wah and David Dawson as contribu
ting editors. An ed1torial by Davey starts off the magazine, ,... ~-

an editorial more playful than militant, noting that "TISa 
is a. moving and vocal mag," that i t does not exist just t~y 

publish the work of its editors but is "proof of a movement 
which we, the editors, feel is shared by other people as 
weIl as ourselves." Davey goes on ta note: 

TrSH is articulate. Its poets ~re always ~~ ~ 
obsessed with the possibilities of sound, 

~ and anxiaus ta explore i t meaningfully in 
relation ta their P9sitian in the world: their 
stance' in "circumstance". They,also like puns. 

TISH will publish any poem, short story, or 
essay which its edit ors feel shows a di~~c~ 
relationship to TISH's siring movement. 4 ' 

Clearly ~'s siring movement is the manifestat~on of Modern
is~ evident in Duncan's Black Mountain poetic. 

The contents of this first issue consist of statements 
of poetics and selection~ of poems by each of the five ~ 
editors. The Black Mountain theories are highly in evidence. 
James Reid, in tslking of the poem, declares: "sa s poem is 
a definition a graph a mind a map to define to lacete the 
poe~ and ta define the temporary moméntary boundaries of his 

awareness, each sucpeeding -poem i8 a realignment of the 
boundaries. ",46 Inherent ta these statements is a belief in 
OIson "s theory of composi,~ion by field. George Bowering speaks 

. of the poetic process as follows: 

The "man who wri tes the things is part o:f 'i t 
too, and he limits himself criminally if he, 
like Browning, gears himself to writë out of 
his interpreti ve facul ty, or like Wordsworth 
out of his __ tranquili ty. The megalomaniac who ,1 

declares~his responsibility for the written ) 
poem si ts in seminars and triëë to explain r<' ~J 
his' "creativi ty", resting on the seven~h day' .,. 
and preparing to read books about his restive 
days after his parents separated. The poet has 
a responsibility ta the whole poetic experience, 
and it lies in responding to his assumed capacity 
ta re-enact the experience. For ~ile the 
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'wri t'ten poem is only one exposure of the PE, 
it, like a single neuron, is the Most relia
ble crue to the nature of ~hê greaten struc
ture. That is why the smal~er parts in the 
written poem are things pertaining to the 
PE, and not judgement~ emanating from the 
interpreting mind'of the partiqipant artiste 
The things themselves participate i~the PEe 
Teachers of freshman English will stride in' 
here and say you're talking about good ole 
selection. But these are the people who also 
talk about "gi ving birth" eto a poem), a 
process that·obviates selectivity. The poet 
is neither a grade~ nor a' mother. His job 
is to participate. 7 ' 

• . Bowering here is echoing Olson's ''Projective Verse" easay: 
i t is the source of his ideas about getting 'r~d of' the' "lyr
ical interferences " aild the notion that ti!e poet 'ehould'not 
give his observations about life but rather should reèord his 
participation in the process of life. As Creeley ~as men-

, ".'~", 

tioned, the concern is to achieve a more\active sense ~f' 
poetry. From Crèeley, too, cames the idea that poetry ie -
something one is given to do rather than something one had 

; 

to do. Bowering, ~n emphasizing "The things themselves'( and 
their participation in the poetic experience, is echoing 
William's and Olson's notion of "objectism". BO~leringts 
statement does not break new ground; it restates these essen
tial propositions of Black Mountain theory in his own individ-
ual tenna. / 

Frank Davey, in his statement of poetics, chooses to 
emphasize the integration of life and sensation that takes 
place in poetry: 

l write poetry because l a~ alive -- a mass 
of living sensations -- and human -- ~ntelli
gently perceptive of sensation. Poetry i9 
sensation. There i8 no such thing as an i90-
lated image; poetry being sensation, image 
is omnipresent in a poem. ~ successful poem 
is,one into which the poet has put the Most 
possible of' his body. Not just used his<in-, 
telligence, not just his sense of rhythm, 
not just his occular powers, but used a com
bination of the maximum of his faculties. 

The Poet "Maximus", 
The Poet someone who -Most can 
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J "sta~ poetry __ the poet being'himself, 
and his poems in turn being evidences of his 
self. Poetic devices may be learned things. 
But secondary. They must help to convey the 
poet and his life-stance into his poem (a life-
thing). Tropes r thus leave to the scholar. 
They are the accidents, the illigitimate children 
of a poem whase essence is sensation, is life, 
is living. 48 ' 

1 

204 

Looming behind Davey's statement,we can glimpse 'Olson's empha- i 1 

sis upon the kinetips, principle and process of the poem. 
Poetic devices Davey relegates to a secondary position, sub-
ordinate ta the poet and his life-stance. 

, 

I\, Fre.d Wah' s poetic stat,ement we again hear echoes of 
Olson's view of kinetics, his view of the poetrs ~tanc~ in 
relation to reality, and his concern with the aural/oral 
principles of poetry and language:' 

The origin of the poem is an action (inter-, 
action; reaction)- between the poet'and the 
actual living forces in our environment) ob
jects, huma'n behaviour, facts and evénts). 
There is, ~at percussive and reverberating 
energy released from a cathexis of the pO,et on 
contemporary reality -- a merging of himself 
with his natural surroundings, aiming at estab
lishing a connection between language and 
reality. And this alliance, this new equilibrium, 
set up, ~s the energy of musical release which 
is the poem, be 'i t good or bad. 

Here is the poem as an energy preserving ab
ject. It must preserve the instants of the poet's 
own dance,with his environment -- the melodies, 
rhythms, and structures found in unique contact 
with environment and response. l make the case 
for the consonants as:beats and the vowels 
carrying the mellismatic color -- our language 
is that real that it does have tenes -- esseri-
tially collisions of sound. _ 

Basically -- but at least take it from here. 49 . 
Wah"a assertion that the poem ia "an energy preserving object" 
originates in OIson' s statement that the poem"should be "at 
aIl points ••• a high energy-construct and, at aIl points, 
:n energy discharge. ,,50 We also f'fina. in ';ah "s discussion of 
the po'et's merging of' himself with his naturel surroundings 
something very close ta Olson"s view"of the poet as partici-
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pant in a force greater than himself. It is not that these 
poetic statements are totally derivative but that they can 
be traced back to the general source, in the Black Mountain 
p.oetics. 

'\ ;1 
The last poetic statement in the first ie~~e of Tieh ie 

that of David Dawson: 

a poem ie an expanding structure of thought; a 
necessitYi a freedom4 

from the iriitial th~st (the i~petus), the 
poem takee the INSTANT reeponse, and uaes 
this initial energy expanding into total 
structure. - ;. 
my poems'depend heavily on free association 
of idea perception action ••• the freest 
minds pass lightlY/in the patterns of the 
step •• - .. 
great freedom is allowed the unconsci.o~a 
mind, not only in associations, but, equally 
important, in rhythm and rime. .-:-feet 
gaily cross the shadow-lines and/ memorize 
the beat. • • 

a poe~ is both a measurement of circumstance and 
a defini tion of, _;stance. 1 

writing by ea~/ by breath/ by freedom, r 
follow my mina in the poem, and DISCOVER 
what l have MEASURED.51 

Here in Dawson we have the complete picture: emphasis upon , , . 
ear, upon breath, energy expanding into total structure or 
form eme~ging as an extension of content, one perception 
leading to the next and even ta an idiosyncratic style, and 
use of the virgule (/) that echoes Olson's use (derived from 
Pound "s correspandenc e). The Black Mountain influenc e has 
been absarbed by these young poets and, in ~t ,they begin 
to spell it out and'utilize it on their own terms. 

Having considered these statements of poetic intention, 
it might further enhance our view of ~hings ta look at a few 
of the poems eontain'ed iIr the first issue of ~. We s'hall 
see how these poetic theories operate in practice, sinee it 

1 

is tha. poetry i tsel! which is the, test of succe~s or failure 
1 
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'of a particular poetic. Perhaps the most 'âccomplished poem 

in this firet issue· ~s George Bowering' s "Radi1o ,1azZ"": 
;. 

Sucked"into the hom of the jazz 
on lonely midnight Salt Lake City radio 
over to me alone in a big house 
hundreds o~ miles in the mountains 
fantastic piano then 
key ta me right hand left ha,nd on silent radio 

. sound 
on a million mdïo America waves in the dark 

FoF,ks aIl gone folks 
gone to the Coast leaving me and 
the shelf radio' in à hot night ki tchen 
old friends gone home three ~mpty èups 

Gerry Mulligàn m/ets stan Getz 
in the next one in the last one 
on the radio award bandstand 

table 

down away on the ~ruck coming rORd 
sound radio bound Salt Lake City cornes 

\ 

on the 
here ... 

\ 
\ 

on.\2 
\ 

Bowering here 

the air waves 

\ 
succeeds in recreating the \music he hear'li? over 

and the words create a ~ense of musical d9lor 
that is,quite "jazzy". This poem brings the beat atmosphere 

of jazz, and an almost Kerouacian measure, into Canadian' 
poetry. 

Frank Davey's "Watch" and "Fred Wah's "A Tale" are 1 

Creeley-like in manner and tone: 

Watch that horse, Jack DI 

he shouted 
as the mare slipped out of her 
riding breeches 

but too lat~3to stop 
the runaway 

The smoothness' 
of her thighs is 
one thing. 

The memory 
of a cedar bough's 
softness is 
the same thing., 

These two things 
in one l could 

/ 
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be master of. 

And am. 
The sheets 
are a5'~o 
cool. 

Looking at these poems tt might be worthwhile ta consider for 
a moment the kind of poems that Alphabet wes publishing et 

207 

the same time. There a formaI, set, inherited line was being 
employed by Jay Macpherson, entirely different fr~m the 
tightly controlled and shaped variations of plirasing and breath 
in the ~ poems. Another point of 'real contrast is the con
tent;, whereas the\ Alphabet poems were loaded with myth; the 

\ . 
orientation in these Tish poems i6 towerd reality, ev en toward 
what can be considered as the commonplace. The aestheticis~ 
of Imagisrn has been loosened in Tish to contain almost any 

day-to-day experience as content for poetry. A comparison gf 

the writings in Alphabet and ~ reveal the extremes of 
poetry that represented the sixties', the former adhering ta 
established, traditional forro, while the latter explored a· 

a poetry of kinetics, novel in form, content" and effec~. The 
conscious artistry and artificiality of much,of the Alphabet 
poetry stands oppose~ to this new poetry which aims at nothing 
more tharr the expression of the actuality of life and seeks 
a fluid forro that corresponds ta that actuality. In ~ts 
realistic orientation we can say that Tish is a further devel-

- -
opment of the Imagist line of Modernism, while Alphabet, in 
sorne ways, harks bac'k to the Symbolist aesthetic. 

, 
Succeeding issue of ~ continue to display a wide 

range of poems written in what OIson called "open ·verse". In 
the early issues the ~ editors took turns wrtting the 

how 
/ 

editorials; in issue #2 we find Bowering discussing 
poetry now "i9 the what how of tl1-e way we sound,, 1t 55 
then goes on to discuss how "beauty in poetry today 
synonymous'witp appropriateness_,,56 

Bowering, 

Ij 

~ll thru English poetry, and this 
died with Hardy, the poet has had 
from life, its speech and rhythm, 

/ 

is become 

i9 why it 
ta go away 
to create 
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a beauty for him. KIl, that 1e, excep~ a 
;arge part of Blake. Blake said everything 
ie holy, and that is whybe ie read today 
without a need for the reader to make a1-
lowances for bac'kground, decorum, and dic
tion •. For Blake, -the measure \inherent in 
the iamb-Ieee rhythm of life had a built-in 
connection with life'e realities, and had to 
be breathed into the poem by the man· who. 
breathed in sympathy with Wature."( 

Here again we see' the motive force behind '1ïhe eta.ten aet!!tthetie 
\ 

as one of organie reintegration of life, po try, and langqage • 
.II 

Bowe~ing, later in this_editorial, draws in he names of 
LeRoi Jones', Brother Antoninus, Duncan, Ginsb rg, Corso, and 
Williams, showing elearly the American derivat on of Tish , 
poetics. 

We May perhaps agree with Seymour Mâyne (then editor of 
/ 

the rival Montreal little magazine Cata+ac~), when he argued 
in a letter to ~ that, of the poems in Tish #2, ~lmost 

"all were take-offs on poeta in Don Al1en's The New A:merican --
p~etry 1945-60,,;58 yet, as l noted above, "take-offs" May be 
an inappropriate term, in~hat these Vancouver poets were 
really attempting to 'work out for themselves ,and in their own 
environment th.e further implications of what they consider to 
be an important poetic •. The concreteness in these poems shows .. , 

,an honest attempt on the part of ~hese young poets ta find 
their oWn articulation and to define their own sense of place. 

~he one point reiterated in Tish is the view that poetry -, 
ie a vocal art. "POEMS IN TISH ARE INTENDED FOR READING 
ALOUn" a banner headline reads in'Tish #4,59 and Jamie Reid 

1 -

advises the reader in the editoria1 of that issue to "Listen 
to"the sound of i t. /pay attention to the automobiles ~nd. 
tnains an4 people and ja2zbands and Beethoven. Listen ta the 
sirange music of your own voice in the poem. ,,60 Tl1'e Most fully 
l ' "-

re..tejloped' argument for the poem as vocal ~rt, howèv.e"r, is 
~e1ivered by the group's resident mentor, Warren Tallman, in 

I
l his eesay "When 1\ New Music ]9 Heard The 'RaIls Of 'l,'he C~ y 

T'remble." In this eaeay in Tish #3, Tallman contrasts th 
- .;1 

"tnusic of thought" and "a music at the heart of things": 

1-
l. 
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\'t'ri ting i6 a :rhythmie art, but" i t is also 
an intellectual and a vocgl one in which words 
on the page send out at least two sorts of 
s,ignals-, those the mind rec€!ives as the articu
lations of thought and thos,e the ear receives 
as the articulations of,voice. Because the 
words serve both an intellectual and a vocal, 
master it seems impossible ta separate the c 

sense from the sound, and one easy solutiorr 
is ta assume that they are the sarne. Which 
they are. But 1s even truer that_ emphasis 
makes for difference, it being a long way fro~ 
the mind to the mouth, from writing that owes ~ 
firet allegiance to intellect and that which 
owes it ta the voice. In our time the differ-
'tence has become distinct as poetry has renewed _ 
an old affinity with song, fiction with the 
tale, and between the singing and, the telling 
voice has regain~d recognition as the instru
ment that provides the actual path between 
the writer's reality and the reader's. "Taste 
my mouth in your ear," says .A:'llen Ginsbgrg 
as he tongues a groovey bridge between.. . 

Tallman, here, is separating poetry that owes its "first 
\ allegiance" ta intellect from that which owes its ~irst 

allegiance ta the foar because he sees the poetic process irr 

each instance as,f specific ~nd unique entity:' 

••• ta say a music of thought is to insist 
that the music" must precede and give rise to 
the thoughts: That i6, the reality which sur
rounds the writer, determining what Lionel 
Kearns calls hi.s "stance in ci~unl-I;I.>tance", 

'- must precede and give rise to-his thoughts. In 
the beginning there is what Duncan names "a 
mus;i.c at the heart of things", and it is just 
the marvel of the voice instrument that it 
can transform this otherwise ailent music f~om 
the breath that breathes it\forth into the 
sounda that give it substance, and that these 
sounda can then search out a corresponding music 
in thè language. When thought 'modulates itself 
to that music it 1s it§elf musical; a direct 

- project\!on of the inner rea.lity. But when the 
\ writing is worked the other way around, with 

intellèpt in contro}, the voiee instrument ia 
inuted as the writtng rhythma are extended at ~ 
an ~V~E,) pattemed pace and the words tonn into 
t~ kina of bridges thought can easily move 
a rosse Popp "lisped the numbers" and the iambe 
c e, pentameter to his mind -- thou~ands of 
i mbs in èven-pa.cing flCl~ks of fi;ra. 62 
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~al1man ts essentially arguing that, through breat~ and voiee, 

an articulation of the music at the heart of thing~ ean be 
achieved, whereas when intellect is given precedenee 'the 
voiee as instrument is muted And the poem is expressed in 
even-measured rhythmieal units; that is, ;s variations ib'a 
pre-established rhythm. The subordination of voiee to intellect 

210 

Tallman sees as cree.ting a shift to 'what "intellect in fact / 
does, which is to ~atch !!:E. these things that ~ wrong ilT 

regions of experience ~ putting them r~~ht in realme of 
thought,,;63 this divorces poetry from life and sends the poet 
off "~n search for ~ofter music on sorne fa.rther shore. ,,64 
This intellectua] searcl;l far El'dorado that Tallrnan sees as 
predorninating in so much of English poetry he also argues was 
losing intellectual mornenturn in the Romantic poets of the 
nineteenth century. 

From Keats' day ta our own few euch poems 
are even attempted in England, and this graduâl 
decline of intellectual confidence (and a cor
responding decline of confidence in the rnyths, 
symbols and ideas intellect ha~ created)'gives 
rise to the new and different confidence in 
voice. It was Walt Whitman's lean, lewd, hank
ering barbarian whose sangs of self and earth 
brought voice back\in with a yawp. What cornes 
in with Whitman i8 .an atternpt ta naturalize . 
and humanize aIl those aspects of ex~erienee 
which earlier poets had attempted to intellect
ualiie. He moves from myth on back to music, 
and his "I have an intellti-gence of es.rth," 
William Carlos Williams' '''No ideas but in 
things," and Charles Olson' s clincher, "Man 
and external reality are so involved with one 
another that, for man "s purposes, they had 

, better be taken as one," are sorne ABC' s of the 
naturalizing process. These directives turn 
attention back to earth~erself as the great 
rhythmic mother èf aIl h~~n activity, bresth
ing out and breathing in. ? 

!t is through voice and an e~phasis upon the natural music 
at the heart of things that the poet as man finde his rein
tegration, sa that he revitalizeS poetry in the face of its 
increasing intellectual irnpoverishment. ,The emphasis here 
is upon voice, earth, things, and the unification of man 
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'~nd his external reality; it is out of these, Tal1man main
tains, that the vital poem springs. 

In addition to the staternents of poetics anp the poems 
themselves, there were present in Tish the eeeds of literary 
feuds that spread out into 1ater Canadian li terary history._ 
In Tish #4 George Bowering wrote a damaging review of Milton 
Acorn's Against ~ League of Liars. In Tish #5 there was a 

211 

long argumentat~ve letter from Al Purdy in defense of Kcorn. 

This can be seen, pe~~a~, as the point of origin for a 
1iterary feud that has continued through th!: years, culminating 
in the events of 1970 when'Bowering received ~he Governor 

l , 

General's Award for Poetry whi1e Many poets'held,that Acorn·s 
\T've Tasted !l B100d was the best book to appeàr that year. 
A much publicized dinner in honor of Acorn weB he1d in Toronto 
at,which Acorn wa~ awarded a cash prize and given the Peop1e's 
Poet Award by a g~bup of peer poets (among them being Margaret 
Atwood, Irving Lay ton and Eli Mandel). Other issues of ~ 
express a growing antagonism between th~,Tish poets and the 
young Montreal poets (Mayne, Hertz, ~oscovitch) grouped around 

1 

Layton in the 1960' s. Much of this early contention has he,rd-
"7. _ 

ened into fixed and hostile li terary pos'i tions. Keith RichB rd-
son 'TS poetry and the Co1onized Mind: Tish, a b~Ok highly 
critical of the Tish movement, was published, in 1976 through 

a press owned by Seymour Mayne. Perhaps because the ,li ttle 
magazine is a testing ground for challe~gi~g poetic theories~ 
it ie also the source of much continuing literary con~rover,sy. 

David Dawson "s edi torüll in ~ #5 signaIs a sharpeni 

" of the ma,gazine' s polic~es: 

TISH is now ~ poetry newsletter, an organ 
designed to tell its readers WH~T'S GOING 
ON in Vancouver. ThAt i9, we seek to define 
the scene as completely as possible •. We have 

./' discarded' the format of a magazine of poetrr . 
because we find it too narrow (or too broad) 
a framework for what we have in mind. 

After four issues we now know what we went 
to do. We have reached the stage where we can 
say NO; we can reject a good poem if it does 
not interest us. The fact that it may be good 

,-

.' 
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does not alter the tact that it May not work 
the way we feel a poem should work. We print 
poems ~hich conform to our taste, poems which 
move somewhat in the sarne dir~ction as our 
own. This is true, not only of poems sub
mitted by't~e readers, but of the poems sub
mitted by the various co-editors 'as weIl. The 
desired reault ia a aeleçtion of poetry which 
indica~ga our poetic stance, which defines our 
scene. 

" Although the majority of poems in ~ were pieces written by 
the editors themselves, the magazine did extend its pages to 
include other poets. Apart from the editors, the first year 

-of Tish included poems by David Cull, LianeÎ Keams, K.V. 
Hertz, Kelly Lane, Seymour Mayne, Larry Eigner, Padraig 0 
Broin, David McFadden, Samuel Perry, bill bissett, Robert F. 
Grady, Bob Hogg, A:nn O'Loughlfn, Red Lane', Avo Er1salu, Brian 

, ,t • 

Finn, Gwendolyn MacEwen t Daphne Buckle, Pat~icia ~mith, 
Michael McClure, David Bromige, and John Newlove. Altho~gh 

these contributors rang'e over a wide expanse of poetry one 
notices the presence in particular of poets like C~, Keams, 
Eigner, McFadden, bissett, Hogg, Buckle (Marlatt), McClure, 
and Bromige, aIl 0; .Y{hom are firmly rooted in the ave.nt garde .. , 
whether American or Canadian. 

Wi th the clear defini tion of the me.gazine t s polieies -
carne more hardline polemical edi torÜlls penned by Frank Davey. 
The editorial in ~ #8 is unsigned and 'so should probably 
be viewed as a general poliey statement on the part of aIl 
the editors towards Canadian literature: • 

'l' 

Almoet every month TISH ia pestered by 
people who assert that "Canadian" poets such 
as Soust~rt Klein, Scott, Lay ton, Dudek, 
Birney, Cohen'(to give one writér's list) are 
fleaual" (usually "superior lf ) to their con-

_ temporary -Am~rican and Engliah poets. 'Ne do 
-not Question here the merits of these sor 
called "Cal'ù::Idians" i what we do obj ect to ia 
their classification by their country. 
, Poetry is not .an international competition. 
Moreover, poets do not write as patriots, but 
as men. Their country ia merely i~cidental. 
Canada does not exist except as ~ political 
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arrangement for the convenience of individuals 
aceidentally happening to live within its 
arbi trary aree. 

'Even if this unwieldy bloek of land ~oes 
have any"political reality (which we doubt) 
it is not itself noteworthy. Whet can make it 
so is what ~ives anything (place, object etc.) 
interest -- that 19 the poet as man, who in 
his humanity transcends aIl artificial boundar
ies. We will not deny categorically the signifi
canee of Canada -as a place, if there is ever 
any poet big and sen§itive enough to do any; 
thing with it. But being in Canada (being 
Canadien) must neverlbe treated as ~n end in 
itself; it must be treated as an advantage 
whieh gives us something-to exercise our human
ity on. Place ls no more than a man does with 
it, applies his unlvsrsal qualities to it. 
Loyalty to one's home, then, is not an obliga
tion. On the contrary, the importance of a home 
lies only in that it is the area with which man 
has had the~ Most cheneè to beeome aware of IŒ 
li' MAN. 

Let "s have no more superficial jingoism in 
poetry.' If a man/poet ever cornes to represent 
his homeland or his home ~Ownf he will do sa , 
inevitably, not intentionally. As for compar
iaons, the community of ~oetry is a universal, 
thing, as is6,an, and political divisions can . 
never apply. -

This 18 a cosmopolitan pQlitiôal/poetie statement, one that 
backs up Davey's later assessment that the ~ poets have 
been "cul ttirally historieal. • • rather than nationalistic. ,,68 

./ 

It ~lso provides fuel for Robin Mathews' fire and allows him 
to assert tha.t Devey and his 'fellow poets in ~ place \ over 
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"against the sense of evo~ution ~d organie relation in 
Canadi.an history the a,narchi~tidividualism of U.S. histori.,,69 1 

~he argument presented in this editorial i9 definitely anti
nationalistic and pro-individuel, though one could ~ebate 
how muéh commitment to anarchy such a case contains. In a 
, 
sense we have here a later manifestation of what Smith, in 
his ~ of Canadian PoetI,"Y, called "oosmopolitanism lt

,. the 
view of poetry as part of an international pursuit rather 
than 'an internati6nal competition. The nation la seen by the 
Tish poets as an artifiei~~ boundary rather th?n as ano integral ,. 
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( ( unit •. Recent work done by both Bowering and Davey in .the field 
\. of Cahadian studies would seem to suggest that time has tempered 
\ 

~ their vie,s, but in the atmosphere of the 1960's the Tish 
poets presented a strong internationalist positIon. 

The position that Tish holds to in their eighth issue , ----
appears agai~ in ~ #11 when a conflict develops with Mil-

. \ 

ton Ncorn; N'l Purdy, and Gwendolyn MacEwen. lI:oom, Purdy and 
v 

MacEwen were then editing a little magazine, Moment, in 

Toronto. In his editorial Davey chastises MacEwe~ for in

venting trte "olson-jones schoo1", something which he sees as 
"a glib bit of would-be jargon designed to make the unwary 

believe that Charles OIson "s and LeRoi Jones' stances and 
technioues were virtually identical. • .and that they both 
flirted ks capriciously with lower case letters as ~oes E.E. 
Cutnmings. ,,70 'Dav~y also instruct~ MacEwen in the value-../of -

Charles Olson"s work, then goes on to savage the 1at~t 
~oment editorial for holding that "the 'Beat~ movement in 
the U.S. has 'inundatê'd aIl but the academies,~,,;rl Devey de

fines precisely wh~ ~ and who ~ no~ Beat poets; declaring 
that the stat~ments of the Moment editor" (in th~~ case Milton 
A:com) r~flect "pure li terary irresponsibili ty ... 72 Beyond 

) 

the corrections 'of fact in this editoriAl it is evident that 

there is a literary feud warming up. The ~ poets were in 

principle antagonis~ic, to the poets in the Alphabet, Moment, 

and Cataract groups, and these in turn responded with hostility 
" 

and were mutually crit~cal. We see kere the poetic and nolit-
ical rivalrie~ that arise between little mRgazines, eAch be
lieving that it alone has the answer te the needs of poetry. 

Three of these magazines--Alphabet,' Moment, and Tish--in the 
end did contribute ,some p~nnanent directions for Canadia,n 

poetry, whil_e Cay~ract seems to have had less effect" rep:re
F1~ting as it did a group of young poete whose work has failed 
tb have lasting significance •. ... 

Let uS,now turn again to Frank Davey's. deve10ping aes~ 

thetic: In Tish #10 he writes: 
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Robert Duncan has said that the age of the 
masterwor~ is dead -- that ours is the age of 
testimony~ Which, if l read it right t takes 

'the emphasis' away from the "work of art" and 
places it back on the creator and his concerns. 
Back on the creator as, man rather than "artist". 
The tyranny of a poem or painting as a product . 
of an artist's "craft" independent of his hu
man personality i8 over; the work is the man 
testifying to whatever he wishes to testify 
-- his oase ijAS come up -- which should ex
plain forever why the dicturn 'form ts never 
more than an extension of content' (content= 
concern) became almost a cl~che. 

Which should explain also my objections to 
(1) the formalist, who sees the work of art 
as an independent entity with absolute crafted 
form and its content as whatever it causes the 
pilgrim to experience -- he is simply attend
ing te the wrong process (not the creative one), 
and (2) the "poetic" wri ter who de,votoes him
self to the formed "beauty" of\the poem or 
whatever, rathe~ than to any thought or feeling 
that has demanded its communication. Bath these 
people have failed to remember that art is a 
means, a go-between, a .communieator, a means 
of testimony. Both speak irrelevantly and in 
danger of perjury. They will gladly review the 
dictum -- say content is the extension of form 
-- and forget that their testlmany May be

7
bearing 

no ~elation ta man's case. Or ta their's. ~ 

Davey's commitment i8 ta a poptry that i8 content-orip.nted 
and that i8 expressly designed ta communicate. His aesthetic's 

veer away from the poem as art object and therefor~ reject 
aestheticism. If the poem ·is to be a testimony then it must 
testify to ~e truth; in this dase content is the most im
-portant concern of the po~m and the form exists only as a , 
medjum by which to communicate content. Davey, in this, is 
also concerned with the importance of the poet to the poem; 
he is saying that we must be aware of t~e man behi~d the 
poem, or rather ot the man in the poem whose testimony we 
hear. The poet as craftsman is something Davey sees as 

, ' 

relatively inapprppriate, ve,rging in fact, upon perjury-:-that 
is, a betrayal of the dut Y of honest witnessing. 

The flrst anniversary issue of Tish, number 13, appeared 

on september 14, 1962. Contained in this issue are assessments 
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of the importance.of the magazine made by two of the leading 

mentors of the T1Sh poet~: Robert Creeley and Robert Duncan. 
Creeley' s assessment "Why Bother?" appears first~ i t provides 
a somewhat cryptic but rather important view of the function 

of little magazines: \ 

... \ 

An art begins prior ta its conclusion ~
which is why there can be, with great use, an 
occasion offering that sense of rneans which 
conclusions per se deny. It can be put more 
simply. ~ magazine not interested in being 
either the last ward,apropos sorne function, 
or taate, or sim~ly'a reflecj!on of what is. 
already 'valued' speciously or not. -- auch a 
ma~azine may define the new possibility by 
being, quite literally, the place where it can 
be formulAted. 

No matter what becomes of it, art is local; 
local to a place and to a person, or group of 
persons, or just what's in the air despite 
how vague that sounds. It happens somewhere, 
not everywhere. When it does so happen every-
~where, ~it h8R become a consequence of taste 
purely, a vogue or fashion, and/or what Pound 
calls 'style of the period,' and definition 
has given way to a reflection of a given ef
fect. 

No man c~n work free of the infl1..lenc e of 
those whom he may respect in his own art, and 
why 'originality' should imply, in an_y sense, 
that he should, is hRrd ta follol"l •. The light 
moves, SQ to speak, and those who see it have 
secured an originality quite beyond that aual
ified by terms of personality or in~ent. In 
poetry, as in other arts, what is leRrned is 
first learned by ~he example, that is, by what 
exists' in the,art as a complex definition of 
possibilities: literall~t this or that poem. 
Taste o~erates here as weIl, of course, but 
agaih Pound is relevant in that he said, damn 
your taste, l would like first ta sharpen your 

. PE!rceptians, after which your t8.ste can take 
care of itself. 

May l submit that when the poem, or,the 
oprnion, or the taste, has come ta that secur
ity of whatever large magazine -- ~riendly or 
not -- one may point to, then aIl has become 
primarily taste, an approval of taste, and that 
the actual work of definition which allowed taste 
i ts turn has gone? ' _ 

~ friand once said of his wife, that she said 
she wanted ta be a singer but what she reA1ly 
want~d to be was famous. One can be famo~ in 

...- • ____ "'_ .. " ____ --.--. T ___ _ 
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many magazines, but not in those given to the 
definition of wha~ a poem, right now, can be. 
There are no readers, and there are, even, few 
writers'who will care to pe bathered by what 
may be an attention alien ta their own. Can 
you blame a German, ~rencht English, poet for 
not cBring specifically about what you face, 
here and now, as problems? But can you care 
for his, if aIl your mind i8 centered on the 

. peculiar structure of that language given you, 
to effect, by its forms and its saunds, what it 
is, preei sely, that you feel only as a poem? 
With nothing at aIl sentimental about it, and 
"Only the poem/only the made poem, to ,get said 
what rt1ust/be said. • ." as \Hlliams wri tes aIl 
his life. 

It i8 very possible that what one defines, as 
means, as possibilities, will prove onl~ a 
temporary instance, a place saon effaced by 
other use, ~s when a whol~ city block i8 leveled 
ta make a parking lot, or park. But that is the 
risk. One cannot avoid it, or do otherwise. 

l believe in a magazine which is the specifie 
issue of a few men, faeing similar p,roblems, 
places, things. They may, given ability, find 
the next step aIl must take if only because 
they are f~rced to take each step with their . 
oVln.feet. 

1 \ 

Çreeley's definition of what a little magazine can and ahould 

be fits in quite s1'ecifica11y with vvhat ~ in its time and 
place,alre8dy was. Creeley virtualiy defines the nature of 
the 1ittle magazine in his seriee of propositions, reveaiing 
the valu'e of a publication 1ike Tish. By attempting to be 
nei ther "the last word apropos sorne function" tlor a mere 
reflection of current literary standards and taste, a little 

. magazine can define a new possibirity for poetry by ~roviding 

"the place where- it can be formulated." By and large, then t 

, 217 

the 1ittle magazine is a forum in which things are worked out, 
rather than being merely proposed. Certain1y we can see Tish, 

in Many ways, as being the accumulated-work-sheets of a group 
of young poets attempting ~o formulate new poetic possibilities 

in the place where they are living. 
é ' 

Which leads us ta Creeley's assertion that !fart is local'" 

and that it takes place "somewhere, noir everywhere." What l 

be1ieve he means is that the par~tcul~r working out of a 
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poetic iS,bound by the realities of space and locale as ~ , 
a~,by time. Where it is taking place is as important as when 
it is taking place. When a poetic proliferates everywhere, 
Creeley suggests, it h~s become a matter of taste, it has 
become t-he "style of the period." 

On the Question of originality, Creeley points out that 
poetry is learned by example. ~ll ~oetry must derive from some 
source or influence; this, he says, does not have anything to 
do wi th the basic originali:ty of a specifie work., One may 
assume here that Creeley i8 making a distinction between in
fluence and derivativeness. 

, 
Creeley argues that once a literary style, is adopted by 

larger magazines the aet of definition has ceased and the 
reign of taste has begun. The pioneering little magazine 
which attempts to define a new local ,art i9 diametrically 
opposed ta any principle of fame operating at' that t,lime. The 
fact that pioneering work i9 being done limite the possibility 
of reader~hip and' recognition. What must also be'fRced by 
those involved in attempting ta define new possibilities for 
poetry fs that their d~finition May prove to have only mo
mentary import; yet this is the risk that must be undertaken . -
if new ground is ta be broken. Creeley places his ultimate 
belief in magazines of this kind; and they may "find the 
next step aIl must take if onl~ because they are forced ta 
take each such step with the1r own feet. 1f The pro~ess of 
having to'work out aesthetic problems for oneself facilitates 
the likelihood of working o~t furthèr problems, including 
sorne which are more essential or more exploratory. 

By creating a place where new possibilities could be 
formulated, by representing a local nucleus of artistic en

deavour, by being influenced yet nat entirely derivative, and 
by attempting ta take steps "with their own feet," the YOUll:g 
poets gathered around Tish did much to fulfill Creeley's ex-
pectations of whàt an important ~i ttle magazine should do •. 

In ruh we find'a small group of poets "facing similar prob
lems, places, things" and attempting to find their articula-
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t'ion of what they discove,r in this experienee. 
There ls a recognition of the same kind in Duncan "s 

essay "For the Novices of Vancouver." Duncan sees in the 
poe'try of Tish during the first year of the magazine'~ ex
istence "a breakthru. to a tute1ary daimon of an other Van
couver," "a bridge in eonsci~ousness," and he notes that the 
"shores are shores of Vancouver, of ,an actua1 place that is 
a1so a spiritual beach-head.,;75 Duncan', in these three state
ments, i8 referring to qua1ities espeei~fY found in D~vid 
Dawson',s "Tentative Coast1ines" in Tish #-i2, but hie cOmments 
on Dawson reflect on aIl of the ~ poets. His essay is a 
summary of what he sees as their achievement to this point, 
September 1962. Duncan says that these young poets ~ave 
truly set lia poetry in motion"76 and that, in the first twelve 
issues, "a language appears thruout, the issues of their 
magazine beeome issues of a ~ork, of something happening. ,,77 
Dunean goes on to say of the Tish poets thRt "They are truly 

\ -
novices of Great Poetry then, of the magical art. l know it 
by the resonances l find. Even where they are mistaken.,,78 

-Citing the aehievement of specifie poems (Dawson's, "Tenta-
tive Coastlines," Reid's "The Fear," Wah's "Sinner," Ke8rns' 
"Things" and "Suspension Bridge," Davey's "Daniel at t,he 
Lion"s Gate," and poem pairings by Bowering and Dave~, ItTwo 
Poems for the Critic" and "Two Dialectics for Bridges") the 

, \ 

point that a cfmmunity has been created stands out: "Whatever 
e1se 12 issue of the journal are, they show an accumulation 
of worka shared.,,79 The beginnings of the charting of the 
shores of Vancouver, the persistent deve10nment of bridge 
rnetaphors and irnagery, the communal workings through of 
margins and line, aIl reflect Creeley' s "specifie iSAue lt of 
"a few men, facing similar problems, plAces" things." One . . ,.'" 
can see Creeley's and Duncan·s statements as a certificate 
of approval for Black Mountain North, but in genuine critica1 
resp'onse it is a1so a recogni t'ion of the serious in work and 
intention that is ref1ected in the first twelve issues of Tish. 
The two older poets are giving testimony that here is impor

tant work in progress and good work in its beginnings. 
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In many respects ~ #13 représents the peak of the 
magazine and completes the period of intense theorizing, 
criticizing and competing with other literary periodicals. 
Tt almost seems that the statements of Creeley and Duncan' 
resulted in a quieter polemical tone, a confidence and a 

" 

greater conceptration upon the work, the poem, itself. The 
l~st seven issues ,of the first editorial period of the mag
azine contain poerns.significant in the development of these 

1 -

these poete as poets; in these lest seven issues we find 
Red Lane's "Margins" (Tish #13), ·the continuation of Dawson's 
"Tentative CoastlineS''' (Tish #13), Davey' s "Bridge Force" -, 
poems (Tish #'s 13 and 15) and "Morte D'A:'rthur" (Tish #14). 
This lest ie the beginning of an interest in ~rthurian legend 

.J 

'which will appeRr in the'later Davay boo~s Arcana and King 
. ( 

of Swords. Alsa in these seven numbers we have Bow~ring's - , 

much anthologized "Grandfather" and It~ircus Maximus," as 
weIl aSr-"points On the Grid," and Lionel K~arns' experi
ments in "stacked verse" (also noteworthy are Bowert.ng's 
reviews of .rack ~picer"s The lfeads of the ~ !!E. to the 
Aether and .~l Purdy"s Foeros for AlI the A:nnettes, and Lionel 
Kearns' essay "Notes on the Stack't). In "Notes on the Stack" 
Kearns attempts to develop a new method of poetic notation . 
whiph he defines as follows:' 

S~ACKED VERSE is a system of notation designed 
to·accommodate p~etry whose rhythmic form de
pends upon accentuaI stress measure. Its basic 
unit is the STACK-FOOT, a group of syllables 
containing one primary stress and ending in a 
terminal juncture. In particular cases, a staCk) 
foot is preceded, followed, or replaced by an 
OUTRIDER, ~ group of one or more syllables 
ending in a terminal juncture but containing 
no primary stress. The termi~al juncture 
which separates the outrider from its accomp
anying stack-foot is signaled by.either a 
spece or,a regular juncture-signalling punc
tuation mark (.,?;: etc.) Stacked feet are 
arranged into a verticle STACK, the accented 
,syllables coming immediately beneath one an-
other so that a STRESS-~XIS May p~ss through 

,them. The beate a'long this stress-axis tend . 
to be regula~ (is,ochro~ous) for the duration 
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of the stack, a definite break in the rhythm 
coming at the end. ~ group of consecutive 
stacks using ~Ocommon stress axis is called a 
STACK-STANZA'. ' 

stacked-verse served as a ~core for the spoken poem and in
dicated how the poem was'to be read a10ud by emphasizing the 
accented stress. The stress present in the stack-foot was 
indicated by the vertical stack-axis a10ng which the feet or 

1ines of the poem were arranged. A1though Kearns found this 
useful to the reading and presentation of the poems at first 

(his first collection, Songs of Circumstance, employed the 
vertical stress-axis of stacked vers~), this system even
tua11y proved to be tao puzzling to some readers and torr 
cumbersome in terms of typography,/ so that Kearns abandoned 

it. 
The first editorial period of Tish ended with the pub~ 

- -.,..-

1ication of ~ #19 on March 14, 1963. Having graduated 
from the University of British Columbia, most of the editors 
were now dispersing. As George Bowering noted in "The Most 
Remarkable Thing A.bout 'l'ish" -in Tish #20:-

Frank Davey is moving ta Victoria. Fred 
Wah is moving to New Mexrëo. James Reid 
promises to 1eave the continent. Lionel 
Kear,ns ls going to lock himself in his writ
ing room for a year. l'm mov1ng to Calgary. 
That leaves Dave Dawson as the new editor of 
TISH', of which l approve heartily. He has a 
cordon of fresh working poets ,a round hlm~81 
That"s what made TISH in the first- ·place. 

Along with Bowering's retrospective appeared Frank Davey's, 
in which he looked back at the role and achievement of the 
first nineteen issues of Tish: 

The intent of many a 1itt1e magazine ls 
a1truism, but this could never he said of 
TISH. Writer conceived and directed, TISH was 
from the beginning se1fish and pretentious. 
Po the reader it could ea8i1y have .app~ared 
as a month1y exhibition, but it was never 50 
to the editors. , 

For them TISH became the nagging and in
sistent mother of almost a11 their writing, 
The more whimsica1 of them, myse1f es~ecial1y, 
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were glad o~ the controlled demand it p 
on their energies, although the mecheni 
and editorial burdens were always somew 
discouraging. 

The increase in writing output was s mething 
the editors had anticipated when found ng the 
magazine, but other dividends were entOrely 
unant~cipated. For instance, the impr vernent 
in writing ski1ls which came to each f the 
editors with regular exposure to a cr tical 
audience. A:'nd, equa+ly important, th friend
ship and advice of other writers, bo h be
ginning and 'established -- and conta g with 
book publishers and magazine editors 2 

r' • 

For the first group of editors, then 
productive home-base; it gave them/a 
and a place' tQ work out th~ir poetic and 
It a1so provided them with a jumping off 
azines and ta book publication. 

served as a 
their wri ting 

theories. 
other mag-

Tfsh, in fact, did not terminate e dissolution' - , 
of the first editorial board but carried on or another six 
years under various editors. Keith Richardso , in poetry and 
~ Co1onized Mind: ~, has detai1ed the our different 
edito~ia1 periods: the first rasted from Se tember 1961 until 
March 1963, under t~e founding editors, pro ~cing nineteen 
issues; the second editorial period ranged from August ~963 
to May 1964, with David Dawson, Daphne Buc le, David Cull, 
Gladys Hindmarch, Feter Auxier and Dan Mc eod as èditorsi 
~he third ~eriod produced issues twenty-f ve to fort y from 

.Tune 1964 until lYfarch 1967.' Richardson d. scribes thi'3 pE'J"j od~: 

, The principal edi tor during he thi T'c1 ~ 
period wes Dan McLeod; he was de9ignAted as 
'the general edi tor of Tish, 25, June 1964, and 
continued as such untirnsh 28, .Tenuary 1965, 
at which point everyone was-designated as an 
editor. McLeod was a1so,the most consistent 
editor throughout the entire,editorial period. 83 

The fourth end final period ranged from February 1968 until 
mid-1969, covering issues # 41 to E,' (45), under the edi tor-
ship of, Karen Ta11msn. 

Despite the fact that 
additional six years after 

1 

the-~agaZine;;ontinued for an 
the first 'editorial period and 
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served weIl various factions of the-Vancouver literary com~ 
munit y , the real important work ia contained in the first 
nineteen numbers when a new poetics and a new orientation 
were first being worked out. Klso, in looking at the spread 
of the new poe~ic and of the Black Mountain influence we see 
i t appearing in pro j ec'ts that the original Pish edi tors in
itiated elsewhere, we see it in contacts they made, and in 
magazines that they bagan in,other locales after the Tish 

experience. What had begun in ~ wQuld radiate out beyond 
Vancouver as the ~ editors travelled into other parts of 
Canada, and as writers in other parts of the country beg~n 
ta discover the possibilities that the poets in the Allln 

anthology, a.nd the Black Mauntain poets" in particular,/ had 

suggested. 1 
Graduating from the University of British Columb~a, 

George Bowering took up a teaching post at" the University 
of Albe,rta in Calgary t 8!ld i t was from that location that 
he began pub11shing Imago, a magazine devoted to the long 
poem and long poem sequence, in 1964. Over the next ten 
years Bowering.produced twerity issues of this magazines as 
he moved from Calgary to London t": Ontario, on to Montreal and 
back at last ta Vancouver. In the magazine's preliminary 
editorial, Bowering defined t~e m~~azinets orientation and 

explained its title: 

To image ls to make it aIl appear. To this 
reader that is a; me'~ming, impge as verbe 
IMAGO is an old word for imitation. It also 
i9 a word for what yo~ have at the end of 
metB,morphosis. N'ot a wing, not a thorax--the 
whole thing, changed, developed. 

, )This Ima~, the magazine, 15 interested in 
~he poem:-., .more than in poems. "It is in
tended, more than can be seen in this no. l, 
for the long poem, the series or set, the 
seauence..,-- swathes from giant work in progress, 
long life pains eased into print ••• A 42 
page poem will use up'the whole mag'8~e in 
fapt an'ImRgo book, or a book imago. 

Implied in, the "imago" 15 the creat"ion of a perfeet meta

morpho5ed insect or other forro of be1ng (in this case the 
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poem/); Bowering (at this time beginning to work in IArger 
forms) seems ta be §uggesting thAt the long poem, or poem 
sequence, holds more potentiàl for pqetic perfection than the
short lyric. 'At. the same time the long poem or idea of the 
long poem that Bowering is looking towards ls not the narra

tive of œ poet like E.J. Pratt buterather the exploratory
expressive poem like the Cantos of Pound or Williams' 
Paterson, l~ter developed by the Black Mountain poets and 
hY San Francisco po-ets cTack Spicer and Robin Blaser, and in 
Canada by Louis Dudek. 

224 

The publishing history of the magazine shows~owering 
actively publishing work by ~eading figures in the American, 
English and Canadian ava~t garde. Among the poets who ap
pea~~ ~n Imaso during its twenty issue run were the American 
poets Anselm Hollo, Robert Duncan, Margaret Randall, Paul 
Blackburn, Charles OIson, Theodore Enslin, Carol Berge, John 
Sinclair, Diane Di Prima, Jerome Rothenberg, Joe~ Oppenheimer, 
Mmne Waldman, ,Michael McClure, Larry Eigner, Robin Blaser, 
Michae1 Palmer, Fielding Dawson; the British poets Ian Ham
il ton Finlay, David Bromige, Tow Haworth; and Caml.dian poets , 
John Newlove, George Bowering, Frank Davey, Lionel Kearns, 
Al Pu~dy, Victor Coleman, David McFadden, Daphne Buckle 
(Marlatt), bp Nichol, Doug Fether1ing, Roy Kiyooka, Artie 
Gold, Dwight Gardiner, Margaret Atwood, Barry McKinnon, Robert 

Hogg, David Rosenberg, Gladys HindmRrch, Brian Fawcett, Fred 

Wah, Greg Cumoe, and Gerry Gilbert. Tish alumni are highly 
visible, as are man y Canadian poets associated with New ~ 
Canada. 

~n interesttng aspect of Ima~o was that every three issues 
Bowering publi'shing a book-length collection by a Canadian 
poet. Despite the integration with ~mericRn contemporaries, - , 
the Canadians ultimate1y hel~ precedence. Listen Geor~e by 
Lionel Kearns (Ima~o #3), !h! Scarred ~'by Frank Davey 
(Imago #6), ~ Sala d~'aker by David Mc Fa~en (Imago -#9) t 
Sitting In México by George Bowering (Imago #12), ~ East 
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by Victor Coleman (Imago #15) and 
by Brian Fawcett (Imago #lS), al1 

Books Of A Northmanual --
m~gazine series. 

ast maintained an iden
tetnered, it sported 

stapled. Imago #20 

Every issue of Imago except the 
tical unpretentious f~rmat: it was ge 
colored papar covers, and,it was simpl 
was brought o~t in-a large format, a pe 
one hundred pages (the others had been 

fect~bound volume of 
orty or fifty pages) 

publ!shed by Vancouver's Ta1onbooks. In,rhe "Preface" to 
this 'anthoi~gy/issue Bowering notes: 
. \ 

Here it is, at last, the long-promised 
final issue of Imago. When l started the 
magazine a decade ago, it waB with the pur
pose of providing space for longer poems, 
something the magazines weren't doing much 
of in those days. Since then they have done 
+so, & god knows too manYSlong poems are 
being thrun (sic) about. 5 

'-, 

When Imago began in 1964 there was -as yet no forum for the 

! 

long poem. By the ~ime !maso #20 appea~ed in 1974, magazines 
as well as publ~shers, small and commercial, had taken to 
publiBhing book-length poems as a matter of course. ~he pub
liahing boom that occurred in the late sixties had, by, this 
time, picked up the slack ,in the area that Bowering had chosen 
as the special reserve of ]mago. 

\ 

But undeniab1y the most interesting magazine produced by 
ï!!h alumni is Open Letter, begun in 1965,and continuing to 
thie day. Edited byFrank Davey, with a varying group of ~on
tributing editors or associate editors (initially George 
Bowe<ring, David Dawson and F:t"ed Wah, current1y George Bowerin@:, 
steve McCaffery, John Bent1ey Maye, bp Nichol and Fred wahl, 
.Q:e.!!! Letter has striven to be a review "of writing and sources," 
providing a forum for critica1 theory and evaluation. It has 
become the most important avant ga~de periodical in Canada, 
iri that it has sought to bring together a11 the different 
strands of experimentation and to unify them in a sing1e web 
against the mainstream of Canadian writing. 

In its fifteen years of existence ~ Letter has been 
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subj ect to changee in format and presentation, but i t stil~ 

holds true to a statement of purpose which appeared in the 
first editorial. Here Frank navey notad that the magazine 
would be "an attempt to combine wi thin the pages of a pe~iodi

cal the features of both a symposium a.p.d a debate. ,,86 In th,1e 
initial edi torial Davey went on to dete.1~ the organization 
and aeethet1c purpose of ~ Letter: 

The subject will be poetry and i te medium, 
language. The debaters will be the editors, 
myselt, George Bower~g, David Dawson, and 
Pred Wah--a foursome who once had much ex- "'" 
perience in arguing among themselves the courife 
of poetry, but who now find themselves geo- . 
graphically apart--and, of' course, the readers \' 
• • • 
Fifteen hundred years finde the total magic 
of the En8lish la~gu~ge still untapped, and 
Ba will fifteen mil~ion. The power of the 
written sign 1a always open, al.ways unexplored. 
~HE OPEN LET TER begins its explorations with 
lettera from i te edi tors ta each other, lat
tere that describe the points they have reeched. 
so far in their lives wi th language. rt ie from 
these points that THE OPW1 LETTER will start 
to measure its progresse 7 (. . 

Davey also notes at orie point that, te anyone unfamiliar w1 th 
current North Amer1can poetry, "THE OFEN LETTER will pre~ent 
an ostensibly private world of' baff'ling values, prablems t 
place-riames, and pereonages. ,,88 This sense of a "private 
world" has always been inherent to Open Letter;' opening an 

_issue -is often analagous ta jumping into the deep end of a 
pool when 'one doesn't know how to swim. Sometimes the reader 
ia forced to wreatle with literary pretentieusness, wh.ile at 
other times he is presented wi th a whole new Bet of cri tical 
values phre.sed in a. jargon of i ts own. 

What Davey described in the opening edi torial def'ines 
the magazi~e during its fi~st nine issues (each set of' nine 
iss;!les composes al rtseries~). The tiret series, in tact. con
ta1ned actuel open latters as weIl as poems. With the b~
ginning- of the eecond series energy was cU,rected inta pro
duoing critical articles and into more tully developed theory. 
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/(; special interest lin the f'iret series ie the internaI 
debate that began to develop among the former 'rish edi tors -on questions that must have been present during ~he early 
~ years and which 1nvol.ved a more open criticism of one 
another's aesthetics and work. Whereas 'rish had seemed, for 
the Most part, almost monolithic, Qpen Letter shows these 
young poets now att,empting to essert their individuel styles 
and orientations to poetry. 'rhis process makes its appearance 

o • 
in George Bowering's "An Open Letter To The Pormer ~ 
Bdi tors & 'rheir Cri tics, If in the tirst issue of .2E!a Letter: 

When l was associR.ted with Tish l was crit
icized fram inside that graupTor being tao 
eelectic, and f'rom outsid~ that groùp for 
being tao inbred. 'rhe eritics of' Tish are 

, pretty sas y to dismiss: they usuam-did nOt 
know what they were talking about. They 
usually said the ~ish poets were engaged 111 
intel.leetual naver-:vrewing, but they did nOt 
deJl1onstr~te s\lch a thing wi th any referenee 
ta the poetry and ideas being announeed in 
the newsletter. • • . 

l am mo~ interested in saying something 
about the sometime dif'ferences l have had with 
the former Tish ed1tors &. poets. l would be . 
jumped on wItil questions such as: w.hY. are you 
paying attention to th;ose Canadian poeta who 
are not wri ting out of: our traditions? Answer: 
because l am a poet bet'ore l am anyone' s monkey, 
and l 11ke good poetr,y and signe of' good po~try. 
Good poetry 1e poetry that speaks wi~h an in
telligible voiee, and --o-.f, :tb~ngs that! matter.' 
RIlben Dario was one of the great-eàt,. poeta of 
the J.ast 2000 yeare. ~ 

Question: why do~you write those smart-Bleok 
pqema that. sound like bad Ferlinghetti? Answer: 
becauae l am not satisf'ied that l can wri ta 
good and better poetry ·by sticking with one 
process and trying to improve on it. '1 will 
retain and improve certain skills, such as 
those l have learnt trom 01son and Duncan and 
Oreeley, but l want to try other things, too, 
the ones that dont wO,rk and must be thrown 
away inoluded. •• ' . 

Question: why do yO\1 waste your time wi th 
baseball, comie books, pop novaIs, un1ver~ity, 
aeademic poets t etc? Knswer: l am large; l con
tain mul ti tudea. How do you. know they dont play 
baseball iri Heaven? 
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r liked the idea of Tish, and l still do. l 
like the id,ea of The Open Letter', and would 
urge the former TIan people to keep their noses 
in this' new mage -por one thing. l want to know 
what you are all dOing, ev en if i t i iant what 
l'm doing. And l wou1d like to see you quit 
arguing so much about things that concern the 
ego •. Letts talk about poetry, and l remember 
that good poetry, ~hatever you think that ie, 

< crops up anywhere. 9 , . 
d ~. 1 

,Bowering, here, is really deli vering an emancipation proclam-
ation, in revoIt against some of the tenete ot ~. He seeme 
intent upon emphasizing hie own individuality as a writer and 
his right.to "that individuality, as opposed to contormity in 
accepting ~ ~ the Black Mountain poetics. w~ see,a clear 
example here o~~he'sad truth that groups of poets can only 
work tOgeth~r with a shared a~hetic tor a short space of 
time sinee they ev~ntually begin assert'ipg their own specifie 

r 

identity an~ the group tends to di~solve. 
In his latter in tlie first iss~et Frank Davey talks of 

h~e current activity, Of what he calls a search "for all the 
factS', .. 90, 'then he goes on to say: 

" 0' " 

• 

Of lste, as you may have guessed, l h~ve been 
turning b~ck to Po~d. Warren Tallman tiret in- ~ 
dicated back in 1962 that we should know Pound 
and his methods weIl betore'hoping to write 
well ourselves, and, after finally taking his ' 
adv:l:Oe, r can't see how any of US' can ever wx::i.te 
anything major without at least a year on Ezra. 
Por his methods, with or without the ~go (but ,1 

preferably without), are still the oJi1y ones to
day with epic potentiality. And from where l 
see a11 our writing from TISH l and onward1 the 
epic--certainly like no epic.seen before this 
century~-and at least epic size, epic vision, 
has been always our final goal. And thus the 
need for the spade work, the bibliographies, the' 
facts; for if we ever are to bring Pound's idea1 
of the tacts as their own spokesmen into any 
real and significant existence, we must be col-
lectors bf tnese tacts as well as writers who 
can render them with truth.91 

Interesting1y. Bower1ng's Imago and his pushing o~ into the 
long pgem Beem to substantiate Davey's elaim that the work 
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begun: in Tish points in the direction of the '~"epic tl, or at 

, -
/least ~he w~rk that i~ ~arge in scope. It can ev~n be argUed 
that the most successful work producecCby- -the·~· poets __ 
(Bowering's RocklMountain !22!, Cu~ous, and Autobiology, 
Dâvey's Weeds and !a! Olallam) proceed in this direction. 

Many ~f the assertions made in the lettera in the early 
\. ~ 

issues of ~aLetter point in the direction of a poetic 
rumble: a great ieal of in-tighting among a group of writers 
who share fundamental as stimpt ions • In issue #2 Daphné Buckle 

\ 
objects to Davey's view that "the epic ••• has been always 
, t 
o~ final goal."92 In contrast, Buckle holds that the "single 

-po-1nt-isth-e-p-lace ... ".93_ f3he also bas a concern with technique 
that she believes Davey 1s shucking otf in the fir~t issue. 
In response, Davey tells us that his sense of epic 1s in 

\ 

"scope of vision. , •• not in the monumental man or event, the 
'heroic' ... 94 And he adds further: "Yes, the 'single point ie 

_--------the place. Bu1ï surely the points must correlate. For if 1oh9y 
, ~ 

( , 

. , don"t, we have what Warr!n once called 'inc~dental poems'--
poems of such diverse kïnds that they suggest no, single being 
behind them. ,,95 

A'lso" in issue #2 we find Bowering levelling cri tiOism 
at David Dawson: 

l got no quarrel w1th anything anyone said in 
Otl, tho l have ta admit that l âm getting 
pisst off with David Dawson's poetry still 
dancing and sigh1ng around old-precious neo
Dttncaniems, arrived at sa easi1y by putting 
"the" in front of something, notable "the word" 
and "the dance" e.n:~ "the poeni" and "the mystery" 
••• Daphne Buckle doea a'similar thing. That·s 
Duncan's--he arrived at it~~and l think natur
ally. Quit echoing _ 96 

So here we eee a member of the ~ group dressing down another 
member for the derivativeneas of his work, a standard criticism • 

',' of the en1iire ç'oup by !1sh cri tics. -Theo argUments raised in the second issue of ~ Letter 
/ . 

are rounded out by p~ Davey's assault upon concrete poetry. 
Noting that bath bp Nicho~ and David McFadden had offered some 
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( . visual poems to 2E!e Letter, he writes:' 

McFadden and Nichol send visual poems--which. 
mode ~ still find 1rrelevant to wha~ l know 
as poetry. For me poetry 1s of language, and 

---____________ language 1e still of sound wi th rhythm in 
~ess_~ p~tch, and is not just visual 

shape. • -. 7 _ ' . 

~ 
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Davey's is a specifie poetic orientatton-whichaccepts given ------ '- - ~ 
elements as being poetic and refuses othérs. ~~. ~ 

In subsequent issueé the internaI debat!'!s continue. In -------------1 
~ issue #3 Davey wri\ês an open letter to Bowering ~d talks 1 
~ about the two different k~~dS of poems that ~e sees in Bower- 'j 

(, 1 

~gt·s recent book ~ ~ ~ ~ Yellow Boots: ego-centered ; 
po~~ with Bowering as subject, and poems that tap into the 

------c'entral i~~ of poetry and language t the kind of poetry that 
Davey approves of. 98 In issue #4 there 1s an exchange of \ 
lettera between bp Nichol and Davey on the subject of vieual 
poetry. Nichol faults Davey for disallowing a viaual reIa
tionship between words as a form of poetry; he points out 
that if a\visual rhythm can be recognized in painting, it can 
ex~st in tnêlne~um o~ language. ra aé'eept visual poetry as 
valid is a etep in ~ding what is knowable as poetry. 
Davey counters by separat1ng the oral and V1s~~ compone~n~t~s ____ _ 
of language. ~e maint aine that writing "1e a resouree of 
drawing, not a resource of language. n99 Davey'is willing to c~-
cedé that visnal poetry might eon~titute an art form, but he 
argues that i t is not "a language art form, & seems to have 
nDJ direct conneetion ta poetry. ,,100 I~ ~ssue #5 Victor Ooleman 
counters by reacting to too much Crlticism and demands space 

, / 

.for poetry: "Everybodyts ahucking. There's no room in THE' 
OPEN LETTER for poems. nlOl 

Coleman's point was weIl taken sinee it ie true that 
what Davey essentially wanted ~as a journal of theory and re
search. Issue #7 1e the most radically different of aIl the 
~ LetterB"~ in that i t consists entirely of a collec1;ion 
of poema by David Dawson, Where ~ Orders Are. Aa the first 
series was completed the ~phasis on criticisms began to de-
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cline; we can,imagine that the poete associated with Open 
Letter gradually bagan to rea1ize that they had littl~ to 
gain by leveling criticisms at one another. With the "be
ginning of the second series the lettera and poems_dieappear, 
the magazine goes~lnto a printed perfect-bound format, each 
issue is given'a title or Biant, and the work included con
sists of essays, statements and book reviews. The issues in 
the second series turn around such titlea as "Politics and 

~ 1 

Poetry," "Olson and others," tfReductive .A:esthetica," "Re
finding the Langu~ge," and "Kinetic Mythology. tt Despi te Davey's 
initial 'antipathy ta visuai poetry, with issue number four, 
se~ond 'S,eries, ,l:w/ Nich01 and Steve McCaffery become~' contrib- . 
uting edito-nt,' and their TRG (Toronto Research Gl"oup) reports 

, . , 

begin to appear in the magazine. In the TRG reports Nichol' 
and McCaffery together investigate translation and narrative 
il1" sorne detail. . 

The range and depth of writing in Open Latter has been 
considerable. Up to its fourth series~ the magazine continues 
to be a pioneer critical journal. In format and a1so in con
tent it has ceased to be a lit,tle magazine and gives the 
appearance of a quality journal or quarterly. In its pioneering 
criticiem, however, it continuee the work begun as a little 
magazine. rhe second, third,.and fourth series have included 
provocative essays 1ike "Poli tical Poetry" by: George Stanley;r, 
"Heidegger and Poetry" by Le81ie Mundwiler, ,,~ Predictive 
Essay on the Future of Publishing~ by Fielding Dawson, liA: 

Neurology of Inductive Verse" by Chri~oPher Dewdney, "Politics 
of the Referent" c01lected by Steve McCaffery, as well as 
in-depth critical articies ~n the work of Charles OIson, Ger
t~de Stein, Gwendolyn MacEwen, J-ohn Newlove, Phyllis Webb, - ' 
Louis Zukofsky, Leonard Cohen, Daphne Marlatt, Audrey Thomas, 
Les Levine, Christopher Dewdney, David McFadden, Clark Blaise, 
Alice munro, T.S. Eliot, Louis Dudek, John Bentley Maye, .. 
Victor COleman, Robert Kroetech, and bill bissett. Complete 
issues have been devoted to the work of'Warren ~allman, S~eila 
Wàtson, Louis Dudek and Lou~s Zukofsky. Open Letter remaine 
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as an interesting extension of avant garde Canadian writing 
into the' field of theory and criticism. , 

The final magazine worth m ntioning which derived from 
the original Tieh editore ie SUm, edited by Pred Wab. This - -magazine shows a strong gravitatio to the American orbit, 
from which the idees of Tisli were la ely derived. ~ was 
edited from A~buquerque, New Mexico an then from Buffalo, 
New York, from 1964 to 1965 for a total ~ seven iasues. ~uch 
of the work in t~is magazine focused on Am~ican writing, 
and its American orientation was further e~ ced by Wahts 
use of O.S. guest editors. Sum #4 was guest-ed ted by John -Keys and bore the subtitle "Writing out of New Y kit; this 
issue featured work by Ron Padgett, Frank O'Hara, Paul Blaçk
burn, Fielding Dawson, Ted Berrigan, Leroi Jones, Gerard -
Malanga, Diane Wakosi, Gilbert Sorrentino, Jackson MacLow 
and Ted Enslin. ~ #6 was edited èy Ron Loewinsoan and 
presented writing from San Francisco. Another magazine edited 

~ . 
by Wah, ~ Magazine 2! Purther studies, was located in 
Buffalo, from 1966 to 1967, and this als~ p~aced primary emph
asis on American~writing, never really serving as an extension 
for. the work of the Tish editors. -

In looking back at the interaction between the Black 
Mountain poets and the Cerberus group during the 1950's, it 

I __ ..r --.:-

8eems fairly clear that, of .. the Canadien group, Souster took /. 
the most active interest i~ the Black Mountain poets and weht . 

::-. 

out ~f his way to make sure thàt their work was high1y visible 
-~ . 

in Contact and especially in Combustion. This eastern thréad 
of B1ack.Mountain influence is plcked up from Souster by , 

~ 

Victor Coleman in.Toronto during the early 1~60's, and re-
veals itself in Coleman's litt le magazine Island, which ap-

, 
peared between September 1964 and May 1967, ~ing for a 
total of eight fssues. 

The conneotion between Souster and Coleman 1e an 1nter
esting one, since here we see the passing of a body of ideas. 
from a poet of an older generation to a poet of' the younger. 
souster-had~rong int1uence on Island, in fact Island 
#6 is als~ the long awaited fifteenth number of Combustion, 
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,~-'edited by Souster •. rt was with Coleman's ,help that/Souster 
was to assemble!!!! !!!! ... C ... an=a.-d ... 8, an anthology of Coleman and 
his contemporaries. It, is int.eresting also that, the end of 
Souster's Contact Press ls closely followed by the beginn1ng 
of Coach House Press, tor wh1ch Coleman was to do the editing 
for the tirst five or s1x years. In Contact and Coach House 
we have two leading l1terary presses .n Canada during the 
modern period, and they are related to each other by thfs 
transition. 

. Unllke Souster's,Contact and Combustion, and unlike ~, 
Coleman's Island appeared in an attractive printed format 
from the very ftrst issue. Other improvements are apparent. 
The l1st of con~ributors to the first issue of Island shows 

"'-,a tendency to combine Kmerican and Canadian poets in the mag-
azine. Kppearing in" the fil'St issue were Gilbert Sorrentino, 
Thomas Clark, Ron Loewinsohn, Gael Turnbu11, John Newlove, 
Gwendolyn MacEwen, Red Lane, Victor Coieman, Frank Davey, and 
Raymond Souster. There was also a~~lett~r to Souster trom 
William Carlos Will1ams,dating trom some years back. And on 
the back,cover we tind a poem by Souster, in memory of Williams, 
who had died recently. 

The reprinted letter from wifliams is of some interest. 
Dated ~une, 1952, it acknowledges receipt of Cerberus sent 
by Dudek. In the letter Williams acknowledges Dudek as a 
"tremendously competent" p"oet, expresses reservations about 
the work ot Layton, and tells Souster "You've got it."l02 
Although this tirst issue ot Island contains no editorial, a 
section of Williams' letter osn be se~n to be an indication 
of Islandts poetic'politics. 

\ 
It 1s n t the way th~ the man speaks that 

we wait, fo • ~ poet does not talk about(what 
is in him, e talks a double language, it is 
the presence him that speaks. Por the mo-
ment he is lost hat identity. And each 
age is marked by the presences that possess 
it as its poets are seized by them als~, in 
the flesh, and strut about us unknown. Poor 
powerless ghosts, their only life 1a that 
which the y gain tromlthe poete who lend them 
a Iife DOW and then. 03 
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Williams' saying that a poet does not talk about things comes 
close to Olson"s position concerning the poet's stance toward 
reality. Olson insists that the poet must talk out of himself, 
and Williams here maintains that "i t 113 the presence in him 
that speaks." Beyond the surface myst1cism of th1s etatement 
there ie the insistence upon,.lett1ng the deeper levels have . 
their say, as opposed to the conscious mind fashioning ra-
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tional, log1cal structures, with the craftsman ever in control. 
~he rejection of the poet as conscious artisan is essential 
to Black Mountain poetios and, as we See here, it is also 
essent1al to Williams. 

Th{oughout the eight issues of Island we haye a mix~ure 
of American and Canadian voicese Island ls more like Oontact 

\ than 1t 1s l1ke Combustion, in that it doesn't follow Souster 
into 1nternationa11sm and large quantities of translation. 
In Island #2, we f1nd Anselm Hollo, Joel Oppenheimer, Theodore 
Enslin 'and Robert Kelly, Americans, 1n addition to' George 
Bowering, Joe Rosenblatt and.-A:l Purdy. In Island #3 we. have _ 
the poems of Red Lane, Seymour Mayne, Victor Coleman and 
David Cull, alongaide those by three Buff~lo poete (Andrew / 
Crozier, St'ephen Rodefer and Bob Hogg), .thtee Bard College poets 
(Richard Cle.rke, Harvey Bial.y and Jonathan Greene), as well 
as Paul Blackburn and Diane Wakosi. Issue #4 begins a se-
guence of epec~al issues, that issue being a book-length 
collection of Fred Wah's poeme, Lardeau. Island #5 consists 
of a book-length collection, ~ Knite, by Buffalo\poet 
stephen" Rodefer; 'and Island #6 is Combustion #15, edi ted by 

Souater" The magazine's run 1s comple~ed by issue #7/8, which 
appeared in May 1967 in an enlarged ~ormat and featured the 
work of Robert Kelly, Paul Blackburn, Theodore Enelin, Victor 
COleman, Gerry Gilbert, Phyllis Webb, Raymond Soueter; Bob 
Hogg, 'bp Nicho~,' Clay ton Eshleman, Ron Loewineohn, Lionel . 

, . 
Kearns and Stephen ROdefer. K short note ~ndicates that this 
is the last ~ssue of Island,.~8nd plentions that "ISLAND PRESS 
& THE COACH HOUSE PRESS would like to, tocus any further at
tentions offered on IS. The second number has already ap-
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peared, edited by Victor Coleman. "104 • • 
Ooleman"s energies were now being transfer!ed to Coach 

House Press and, slong with the press, ta the magazine Is, -which e~sentia11y served as a Coach House organ during Co1e-
man's term of editorship~ 

235 

ls actua1ly began 1ts run while Island was still in opera---- . , 
tion. As the note in the last issue of Island po1nted out, 
two issues of !! had already appeared before Island was 
terminated. The first issue was a modest beginning, announcing 
i tself as "dedice.ted to th_e Ocoasional poem" and beilîg "Pub
li shed whenever. ,,105 A':'lthough B!. began as a small stapled 
pamphlet, its printing and format improved with the growing 
improvement of Coach House imprints in general. 'Is continues 

1 ---

the work of Island, pub1ishing vast quantities of the 1iterary 
avant garde without any apparent manifesto or po1emics. The . ' 
assumption made in Coleman's magazines ls that these are pri-
Mary works of central importance, and no' argument in defenee 
of them ie necessary. 

While it was a'~eritable Who's Who of Cane.dian experi
mental writing,'the magazir(e itselt experiménted exteneively 
in varying formats. With issue #2 the magazine tirst appeared 

,in a printed format; issue #4 presentéd work on indi~idual 
printed eheets or in little booklets, which were then placed 
in an envelope; !! #5 was composed of sheets of various sizes 
tied together wi t~ string. !!. #8 was a special ttProse Porms 
Is~ue" which beg~ring of theme issues. Is' #11 was an 
issue devoted to unpubliehed young writers, edtted by'John 

\ 

OUghton, while !! #12 featured west coast writ1ng, #13 west' 
coat art, #14 writing by women, edit~d by Penny Chalmers, 
#16 featured "Collaborations" edited by Coleman, and #19/20 
was a special "Erotics" issue. All in all, ra 1e a magazine -more interest1ng than 1t 1s important, notable for its seren-
dipity or charm1ng var1ety rather than'for any attempt to 
define a poetie direction. In that 1t preeented a widespread 
var1ety of work from various writers experimenting in dif

ferent open forms, it tended to consolidate the Canadian avant 
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garde and served as an interesting houee publication for 
Coach House, whoee catalogue of books represente a much more 
important contribution to Canadian writing than does the 
idiosyncratic magazine in itselt. 

With Coach House Press this survey of thé Blaok Mountain 
influenoe comes to an end. Blaok Mountain ~oetics have become 
so widely absorbed into Canadian pOétry by this time thât 
it ie sasier to think of poets who subscribe to, or at least 
acknowledge the poetic theories of Charles OIson, than to fiud 

, 
those who do note At the sarne time, however, the original 
Black Mountain.influence has been somewhat diffused, losing 
much of its inner force as it cames ta be adopted by score8 
of young poets. The initial energies apparent in !!!a and in 
Island have come to converge on Coach House Press, where 
much of the avant garde writing of the sixti~s group of 
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/ 

wri tere has been. c.oncentrated an(i continues to be oonc.en:t;rated. 
~ / 

We see in this instance a caee of little magazines yie~ding 
, 

to ~mall presses; the original impetus that propelle9/the 
1 • 

magazines eventually ends by going into book PUbl~àtiQn, 
since books, with time, appear'to be more important and dur
able ta the people involved than a magazine could be. Cole
man, in giving up Island, moved over,to Coaoh Hduse, where 
he served in an editorial capacity for seven years. When dis
~utes with printer-owne~ st~ BeVington began to undermine 
operations, Coleman left Coach House, to be replaced by an 
editorial group which now includes such poets as bp Nicbol, 
Miohael Ondaatje, and Frank Davey. Coaoh House has oome ta 
represent the Most significant outpost of the literary avant 
garde; and of course still central to most mempers of this 
avant garde are the poetio theories of Charles OIson and the 
Black Mountain po~~s. 
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CHAPTER EIGHT 

-
OTHER MODERNIST INNOVt\TIONS: (!ANADIAN CONCRETE AND 

SOUND POETIŒ ';i 

\ \ 

, So far!-', in considerin~ MOderni$t d~velopments~~n _q~~~~~~n 
poetri, we have sean the continuity of a Modernist line that 
stems ~ut of the early fathers: Yeats, Pound, Williams, and 
Eliot. In considering the Black ~ountain influence we are 
looking at the poetic sons and grandsons of Pound and 
Williams; in consi~r1ng the myth poete who clustere~ around 
Alphabet and imb~bed Northrop Prye's theories, w~ are\loOking 
at the poetic heirs of Eliot. Prye himself 1s a link'in the 
Eliot chain. Bu~ Mpdernism was'an international movement, in 
Many of ~ts Most vital phases more European than 'Eng~ish or 

-
'American; there were Many ather "1sms" or radical directions 
opened to art in the 1910's and 1920's a~art.from the Imagism 
~t~~ound or the yorticism of Wyndham Lewis: Futurism (bath . 
Russian and Italian), German Expressionism, Dadaism and Sur-

~ 

realism, as weIl as a strong residual base of Symbolism" were 
all germinating durin~ this periode Ev~n in English, we find 
Gertrude Stein's brand of MOdernism as quite separate, and it 
has precious little to do wit~ the work pioneered by the 
., , .,. 1 

Imagists. For the Most part the poets of the succeeding gen-
, , 

- erations ih England, the United States, and_Canada fought for 

\ 

the innovations of one or another of two particular lines of 
p 

Modernism. Sin~e Pound of~en served as the central figure for 
1 -,\.. 

the English Moderniste, we see Williams to his left and Eliot 
ta his right, and subsequent generations of writers polarizing 
to either side, pàeta like John Crowe Ransom and Richard 
Wilbu~ gravitating toward Eliot, while poeta like Zukofsky 
and Olso~ accept Williams as their poet1c father. The academic 
poets in general relate to Eliot, while the bohemians turn 
to Willi8lIls, so that" Williams and.Elio't repreaent two opposed 
literary directions that are more or less combined in the 
work·of Pound. This pattern continued 1nto the 19,50's, when 
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scattered poets here and there began to become inc,reasingly 
aware of other innovations and possibilities, never fu1ly 
exploited, that had been present al1 along in Modernism. 

> . 
In Canada it was really not until the ear1y 1960's that 

a few poets, almost accitlentally, discovered these other 
international orientations. In the work of bill bissett and 
bp~N~cnbl we find the beginnings of Canadien sound and con-
~ 

crete poetry; in-t~ir magazines ~ Ointmen~, Ganglia, and 
GrOnk we see the proliferation of th1s kind of writing into 
wider, more fully announced contexte. Whereas, in the early 
1960's there was almost no evidence of work in these media, 
twenty years Iater there are few poets in Canada who do not 
have some awareneès of the sound and visual componè~ts of 
language, even if they do no~ choose to ~xploit them.'There 
are at 1east a dozen Canadian poets who make use of some ele-

• 
ment of sound, song, or-chant in their public readings; and 
there are currently in existence two sound poetry ensembles, 
The Pour Horsemen and Owen Sound, who experiment in what could 
be called collective communication. ~wareness of these ele
me~ts of language has widened the possibi1ities for poetry 
so that a wri ter ~febP Nichol. can say Jn summary IfI think 
the formal possib1lities for writing or the range of craft 

) 

1s much more eno~ous in the 1980'8 than it's ever been in 
the history of W~i ti~g ... l A brief look at the developm_ent 
of sound and concrete poetr,y is in order to show just what 

\ 

these "formaI possi bili ties, " i11ustrated in t:qe new magazines, 
----have come to b~. \ - ' 

If there is on, element that is common to all of the 
branches that have ~me to compose Modernism it is that, 

~
aCh "iem, ft the p~oncern of the avant garde is an 

i est~gation of the medium. 2 In painting we see the Im
p eee10niats asking "What -are the possible relations of 
co1our~?", while the Cubists investigated (and undermined) 

o 

representation and pe~spective; in music, melody, rhythm, 
1 

harmony, and tonality are cal1ed intb quest±on, producing a 
music that des~roys the ~las~c~l aesthetic balance between 
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these elements and which often com&s to emphasize dissonance 
and atonality. Modern dance beoomee an investigation of the 
~lements of movement per se. In Iiterary Modernism we are 
f'aced with diverging conoerns. For the classically-basOed 
!magists, the image ~erved as the basic unit rather than the 
~ord. What Pound and his cohorts seemed to be af'ter as the 
basic element of' p~~tty was the poetic experience, that is 
the picture, or more preciee1y the Image, that "inte11eotua1 
and emotional comylex in an in~tant of time. ",3 This is a 

, 

tota1ly consistent aesthetic for a poet who would 1ater com-
ment that "only emotion endures." Por Pound, it would eeem, 
the essence of poetry ts the poetic charge, the experience . 
conveyed in the language that is Most adequate. 

~ 
Por other literary schoole, however, language and the' 

word beoame aIl important. Investigating the word itself', 
different writers almost simultaneous~y began to extrapolate 
the sound and visual components of the language. When the 
word as signifier is separated from the object or concept 
that is signified, ~he word ean be seen ta exist as picture, 
and as an element or a combination of the elernents of sound. 
Working within these frameworks, totally dif'ferent cont~nts 

--
can then be released than are usua11y oommunicated on the 

1 

semantic level. Wor,k of this kind proliferated between 1910 
and 1920, and often we find the same writers working wi~h 
both visual and sound e1ements. In the Italian Futurist F.T. 

o ,.- _ / _ --'------/~---

Marinettit,s Zan! Tumb ~ (October 1912) we see botltverbal 
and visual invention at work'- In his Technical Manifesto 

( 

of Literature (May Il, 1912) Marinetti hed declRred that 
~fter Pree Verse ••• wè have at Iaet Pree Words. tt4 This, 
Marinetti be1ieved, sho~d be co~pled with a typographie 
revo1ution, one which would tthelp to express different ideas 
simu1taneously. Twenty different types and,three or four 
different colours can be used on one pa~e if need be, to 
express ideas of' ~if'fering importance and the 'impressions of 
the different senses. n5 As Judy Rawson has noted! 

" ~ 
This is the style of Zang Tumb Tumb. • • 

Wor~a in a variety of types SX;-splayed out 
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over the pages. interspersed with mathe
matiesl" signs, and sometimes arranged in 
gra~hie designs ••• The spelling too bears 
witness to the liberat10n advocated 1n the 
opening Manifesto ••• ~he 'sssesssiii ~ 
ssi1esi1 ssiisssesiiii' of the first page, 
describing a train jouiney to Sicily while 
correcting the proois of a book, expresses 
both the positive hopes he has ~or Futu~tsm 
and the whietling of the train •. 

In the. Russian Futurist manife'sto The Word As Such (Slovo 
-.-.- .-.-.-. ~ ----

!!! takovoye), put forward by Khlebnikov and Kruehonykh 
i~ 1913, we find a parsllel to ~arinetti's free words. 7 At 
this time the poems ~f another Russian Futurist, Mayakovsky, 
were appearing in volumes "given inventive tYP?graphy and 
layout, either by Mayakovksy himself (who wes a considerable 
graphie artist) ~by one of his eOlleagues.,,8 

So, as wJth Marinetti, words aeQUi;e new 
function~ as they disport themselves up and' 
down the page, growing larger and, dwindling 
away to nothing, or forming shapes and pat
terns that may endorse or alternatively vio
late their semantio content. 9 

An essential aspect ~f Dadaism also w~s the use of . 
elemente of visuality and of sound: "The poete (and some of 

/ / 

the artists, n6tably Schwitters and Hausmann) déveloped 
simultaneism, sound poetry, and the typographieal literature 
of chance whieh became 'conQ-rêtèpoetry' • .,10 .A:dd to this· 
Apollinaire's CalligrFtmmes <rI918), or word-pictures, and there 
ie evident a formidable front of vi suaI and sound experimenta-

Cl 

tion. The fact that Puturism an~ Dadaism were not purely 
literary movements, but ineorporated the visua1 arts ae we11, 
indic~~es where an added visualOthrust might have come from; 
neve~hel~s, whatever set these poete in motion, experimenta
tion in these areas wàs fully underway and it was an integral 
part of the aesthetics of theee two movements. 

Given that sound and visual experimentation are essential 
to Moderniet aesthetics, l wauld now like td explore in some-

\ . 
what greater dep~ the history and general point of view that 
these two app~'aches to language represent, before eonsidering 
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how they began to manife~~ themselves in Canadian poetry in 
the 1960's. 

Twentieth century experimentation i~the area of the 
sounds that compose language can be seen 0 be a retum to a 
more primitive understanding of just what.language is. Before 
there was written language there wes language as oral phenomena, 
and before a set of verbal patterns had been established as 
signifiers there were. only sounds accompanied by gestures 
through which primitive man undoubtedly communicated. Verbal 
language can most easily be sean as the systematic ordering 
of sound which, through commonly recognized pattem;ng, comes 
to ~ somethihg. Sound poetry brings languag~ back in touoh 
with its primitive roots. As an element of'poetry we can 
still find sound operative in the literary traditions of 
native peoples: 

The first phase~ perh~ps better termed, the 
first area of sound poetry, is the vast, in
tractible area of archaic and primitive 
poetries, the many instances of chant struc
tures and incantation, of nonsense syllabic 
mouthings and deliberate lexical distortions 
still all~e among North Amtrican; A~rican, 
Asian 'and Oceanic peoples. 

In the poetry of the Nava40 indians, for instance, we find , 
the use of "vocables," meanlngless aS words but,essential to 

. the c'hant base of the poetry, providing a droning continuation 
which facilitates the flow of~language taking place on a .. 
recognizable semantic level. 

Understanding that the use of sound !! sound has been a 
pirt of poetry for undoubtedly as long as poetry has existed, 
we can now go on to con,sider the specifie experiments of 
twentieth century avant garde artists who round themselves 
returning to this phenomenon in o~der to fuel their literary 
art •. 

In mentioning the experiments of Italian Futurism, we 
made,reference ta Marinet~i's poetic technique of ~parole in 
liberta,", or free words. Of this technique, Canadian sound 

~poet Steve McCaffery bas obeerved: 

.' 

i 
1 ! 

\ 

1· 
! 
1 

t 

! 
1 

f' 
l 
l 
1 
} 

t 
i 

1 
1 

,j 

1 
1 

i 
! 
l , 

t 
1 

f 



/ 

)1 
It was an,\attempt àt syntactic explosion, at 
the libera~ion of the word from aIl lineer 
bondage and the consequent conversion of page, 
from a neutral surface holding neutral gra~hic 
signs, into a dynamic field of typographie and 
sonographic forces. In'performance Marinetti 
laid heavy str~s upon onomat9poeiac structures 
••• one May tlii~ of Marin~tti's work as an 
attempt to find~more basic connection be
tween an object and its sign, a connectio~ pre
dicated upon the efficacy of the sonic as a 
direct, unmediated vector. Perhaps-the Most 
significant aspect of parole in liberta was its 
lasting effect upon the poem';-v1sual notation. 
Marinetti's famous Bombardamento di Adrianaioli, 
for instance, is a siunning nandwrrtien tex of 
great visual excitement, employing different 
letter sizes,\ linear, diagonal and vertical 
presentations of non-gravitational text, all 
intended for vocal realization. It marks one 
of'the earliest successful attempts to con~ 
sciously structure a visual code for free,\ 
vocal interpretation.12 .-J 

By attempting to "free" words, or to have words exist in 
freedom, Marinetti found it necessary to overthrow the normal 
syntactical conventions. The poem, as notated, provided a 
varying visual representation of the Materiel now totally 
dependent upon how the work wes intended to be vocalized. 
Standard linearity was, for aIl intepts and purposes, aban-
-
doned. 

Khlebnikov and .Kruchonykhts manifesto ~ ~ As ~ 
(1913) is an important experimental document and it marks 
the beginning of important new developments in the field of 
sound poetry. These Russian Futurists placed their emphasis 
upon oral and audi tory effects; they drew upon folk poetry '. 
and on "the Scythian myth," a conception which is defined as 
"an ,~xtreme and' mystical nationalism invoking the imminent 
triumph of primitivistic ~rrationalismt symbolized by the 
Scythians, over European rationalism.,,13 This emphasis on 
primitive irrationality also led the Ruseians to assert the 
shamanistic aspect of the poet. They maintained that ,the 
"language of poetry ahould be t transrational '. • • fraed from 
the rigid forme of logic. ~ \.its expressive sonic powers 
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should make their im~act without an intermediete eonceptualizing 
, process, which dies1p~tes energy. ,,14 This, emphasis upon "zaum" , 
or the transrational, led Khlebnikov and Kruchonykh to com
pose a poetry that sacrificed meaning as an important part 
of the poem in favor of language 's-'~honic possibili ties'-

It was in the nightly activitiee of the Zurich Dadaiste 
at the Gabaret Voltaire thRt sound poetry as a performance 
art gained its im~etus; in addition, new sound poetry forma 
were pioneered. K dip into Hugo Ball'e diary, written du ring . ' 

this time, reveale the activity and the theory of these poets. 
In an entry dated the thi~ieth of Mar~h, 1916 Ball records: 

~ll the styles of the last twenty years came 
together Yesterday. Huelsenbeck, Tzara and Janco 
took the floor with a "poéme simultan". That 
is a contrapuntal recitative in which three or 
more voices speak, sing, whistle, etc., at the 
same' time in such A. way tha t the elegiac,' 
humourous, or bizarre content of the piece ie 
brought out by these com9inations. In such a ~ 
simultaneous poem, the w111ful quality of an 
organic work is'given powerful expression, and _ ' 
90 is its limitation by the accompaniment. . 
Noises (an rrrrr drawn out for minutes, or 
crashes, or sirens, etc.) are superior ta the 
human voiee 'in energy. 

The "simultaneous poem" has ta ,do with the 
value of the voiee. The human organ represents 
the soul, the 'individuality in' its wanderings 
with its demonic companions. The noises repre
sent the background--the inarticulate, the 
disastrous, the decisive. The poem tries to 
eluoidate the fact that man 1s swallowed up in 
t~e mechanistic process. r~ a typically oom
pressed way it shows the confliet of the vox 
humana with a world that threatens, ensnarëë, 
and destroys it, a world whose rhythm and 
noise are ineluctable. l 5 

In.oommenting upon the simultaneous poem, BaIl begin~ 
to suggest the role an~~ of the voiee"; but a muc~ 
more 'lengthy and detailed acoount of the Dadaists' language 
experimentation le set forward in Ball'e diary entry dated 
"18. V l,," 1916: 

/ 

p 

We have now driven the plasticity of the 
word to the point where it can sc~rcely be 
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equaled. We achieved this at the exuense of 
the rational, logical_constructed sentence, 
and also,by abandôning documentary work 
(whlch 15 possible only by means of a time
consuming grou~ing of sentences ln logically 
ordered syntax). Some 'things assisted us in ' 
our efforts: first of aIl, the special cir
cumstances of these times, which do not allow 
real talént either to rest or mature and so 
put its capabilities.to the test. Then there 
was the emphatic energy of our group; one 
member was .always trying ta surpass the other 
by intensifying demands and stresses. You may 
laugh; language w~ll one day reward us for 
our zeal, ev en if it does not achieve any 
directly visible results. We h~ve loaded the 
ward with strengths and energies that belped 
us ta rediscover the evangelical concept of 
the "word" (logos) as a magicsl complex image. 

With the sentence having given way to the 
word, the circle around Marinetti began re
solutely with~"parole in liberte." They took 
the word out of the sentence frame (the 
world image) that had been thoughtlessly and 
automatically assigned to it, nourished the 
emaciated big-city vocables with light and 
air, and gave them back their warmth, emotion, 
and their original untroubled freedom. We 
others went a step further. We trled to glve 
the isolated ~cables the fullnese of an oath, 
the glow of a star. And curiously enough, the 
magically inspired voca~les conceived and gave 
birth to a new sentence tha~ was not limited 
and confineaoy any conventlonal \meaning. 
Touching lightly'on a hundred ideas at the 

, \ 

same time without naming them, this sentence 
made it possible to heâr the innately playful, 
but hidden, irrational character of the listener; 
it wàkened and s~rengthened the lowest strata 
of memory. Our experiments touched on areas of 
philoBophy and of life that our erivironm~nt--so 
rational â~d so precocious--scarcely let us 
dream of .16 " . 

see in Ball'a statements h~rr almost an active synthesls 
the theoriee of Marinetti with those of Khlebnikov and 

Kruchonykh. The shaman1stic emphasis of the\Russian Futuriste 
, , ' 

1a echoed in BalI ta 1Ievange~lcal concept" of the word aa a 
"magi~al" complex image." ltlso, the neIR sentence constructed 
out of freed words ls the Russian's transrational "zaum". 
Liberated in this transrationalism le aIl meaning; aIl thinga 
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can be touched on in a tota11y freed language structur& and 
still nothing is named or denoted. Part of what 1s being 
reawakened ie primitive sense and sacred time. 

Th~ Most important entry in Ball'é diary regerding sound 
poetry and the performances st the Cabaret Voltaire is the 
entry dated "23. VI" 1916: 

250 

l have invented a new genre of poems f 
\ 

• 

"Verse ohne Worte" (poem without 'Rords) or 
Lautgedichtè <found poems), in which the 
balane e of th~_ vowels', is weighed and dis
tr1buted sole~ acoording to the values of 
the beginning sequence. l gave a reading of 
the firet one of these poems this evening. l 
had made myself a special costume for it. My 
legs were in a cylinder of shiny ~lue card
board, which came up to my hips so thst l looked 
1ike an obelisk. Over it l wore a huge coat 
collar cut out of oardboard, scarlet inside 
and gold outside. It was fastened at the neck 
in Buch a way that l could give the impression 
of winglike movement by raising and lowering 
my elbows. l a1so wore a high, blue-and-white~ 
striped witch doctor's hat. 

On all three sides of the stage l had set 
up musio stands faoing the audience, and l put 

-my red-penciled manuscript on them;" I.officiated 
at one 'stand after another. Tzara knew about my 
preparations, so there was a real little premiere. 
Everyone was curious. l could not walk inside 
the cylinder so l was carried onto the stage in 
the dark and be.gan slowly e.nd solemnly: 

gadj1 beri bimba 
glandridi le.uli lonni ce.dori 
gadjama bim beri glassale. 
glandridi 'glaesala t~ffm i zimbrabim 

,blasse. gslassasa tuffm i zi~brabim ••• 

The stresses became heavier, the emphasis 
was increased ae the sound of the consonants be
came sharper. Soon l realize'd that, if l want ed 
ta remain seriQue (and l we.nted to st all coste), 

,my method of expression'would not be equal to 
the pomp of my staging. l eaw Brupbacher, Jel
moli, Laban, Mr~. Wigman in the audience. l -fee.red 
a disgrace and.pulled myself together. l ha.d now 
completed "Labade.s Gesang an die Wolken" (Labada' s 
Song to the Clouds) st the music stand on the 
right and the "Elefantenkarawe.ne" (Elephant Cara
van) on the left and t~r.ned back to the Middle 
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one, flapping my wings energetieally_ The 
heavy vowel sequences and the plodding rhythm 
of the el-epharfts had given me one lest cres
oendo. But how was l to get to the end? Then 
l notieed that my voiee had no ehoice but to 
take on the ancient cadence of priestly la
mentation, that style of liturgieal ehant1ng 
that wai~s in all the Catholic churches of the 
East and 'Nest. 

l do not know whe,t gave me the idea of this 
music, but 1 began to chant my vowel seouences 
in a chureh style like 8.., reci tati ve, and tried 
not only to look serious but to force myself 
to be serious. Por a moment it seemed as if 
there were a pale, bewilde~ed face in my 
cubist mask, that half-frightened, half-eurious 
face of a tan-year-old boy, trembling and 
hanging avidly on the priest's words in the 
reQuiem and high masses in his home parish. 
Then the lights went'out, as l had ordered, 
and bathed in'sweat, l was carried down off 
the stage Iike a magieal bishop.17 

With time BaIl was to give up all performance of sound poetry, 
fearing that he was being po'ssessed by demons. In this per
formance at the Cabaret Voltaire, however, BB;ll had truly 
opened the floodgates tu~ly to the new medium of sound poetry. 

There were other contributions made to this new area of 
endeavour by ~ther Dadaists who ineorporated phonie and chant 
elements into their work. 

Tristan Tzara ia noteworthy for his development 
of a pseudo ethn~poetry rea1ized:most sueeess
fully in his 'Poemes Negres ' : 100 se and often 

'pataphysica1 translations from the African. / 
which Tzara then used for sound texte. • • 
Raoul Hausmann 1s perhaps the most significant 
of the Dada sonosophers and 1arge1y because 
of his instrumental advancements in the tech-
niques of notation. Hau8ma~n" 1918 developed 
his 'optophonetics' which used typographie 
variations in pitch and volume ••• Perhaps the H 

greatest seope is evidenced in the sound poems 
of Kurt ~chwitt~rs (1887-1948) whose phonetic 
experimente t~ok him into large and amal1 
structures a1ike. His 'Ur'Sonata' ranks as one 
of the longest of aIl eound poeme, whilat 'W' 
(a single letter on a white card, and performed 
with the full gamut of piteh, tone, volume and 
emotional intensity must be one of the shortest.18 
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, . 
More than any other of the early movements the Dadaists '\ 
consolidate.d the different elements of sound eX'Perimentatio~" 
and presented\them with accomplishment and in high profile. 

l • 1 

In the period between the end of the-tirst world war 
~_ and~he beginning of the second, sound experimentaiion went 

through a lull periode In the 1940'8 th~ Pa,ris Lettrists 
picked up the fal1en gauntlet of àoun~ poetry: 

\ 

\ , 
Founded by Isadora Isou and Maurice Lemaitre 
in -Paris, Lettrisme offered a full-scale 
lexical revo1ution. Their poetic strategy 
was to be based. • ~upon an alphabetic re
naissance, and the use of a totally new lexi-
con. This Lexique des Lettres Nouvelles drawn 
up by Ispu and Lemartre comprised over 130 
entries to ~e employed as an alphabet of soun4 
in vocal performance. Other members of the 
group (still flourishing) were ROland Sabatier, 
J-B. Arkitu and Jean Paul Curtay. Francois 
Dufrepe, ~ former member, left the or).ginal 
movemèn~ t~pursue his own .'ultra-lettrism'. 
Dufrene's work in Many ways culminates the 
phase of second genera~ion sound poetry; it 
15 çharacterized by a vocal puri ty (Dufrene " 
eschewed ,entire1y the attraction and dangers 
of the tape record~rr, an energetic intensity 
and--in his cri-rhlthmes--an intense1y somatic 
vase in sub-phonem~c units. 19 

AlI sound poetry up to and including the Lettrists was 

, 
1 

\ 

\ 

voice-oriented, sound as an extension of the human voice. 
Whether the poets were working with freed words, transrational , 
structures, simultaneous poems, vocables, or aven letters of 
an entirely newly eonstructed alphabet, the agent of presenta
tion was the human voiee. In the 1950's however, French poet 
Henri Cho'Pin began working with the tape recorder as a medium 
for sound poetry and began to~effect a separation of speech 
from voiee: 

Henri Chopin (b. 1922) makes the deciaive 
break from a phonetie basis to sound poetry 
and develops his'self-styled 'audiopoems'. 
Œhe audiopoem utilizes microphones of ftig4 
amplification to capture vocal sounds on ~he 
threshold of audition. In this respe'et Chopin t s 
work can be regarded in the tradition of lex
ical decomposition ••• Chopin's ear1y work (ca. 
~955) compriséd the decomposition and recomposi-
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( tion of vowels and consonants. Still connected 
tO,the word, these piecee can best be described 
as technologieal assaults upon the word. The 
word 1e slowed down, speeded up and superim
posed up to f1fty times, whilst additional 
vocalic teltture 1e pr6vided by a variety of 
respiratory and buccal effecte. Làter, Chopin 
discovered and used, the 'micro-partiele' as the 
compositional ~it of hie work, abandoning the 
word entirely. This marks the b1rth of 'poesie 
sonore', whieh Chopin distinguishee from 'poesie 
phonetique" • 
Chopin's art is an art entirely dependent on 
the tape recorder. Chopin's 'vocal miero_ 
particulars' are only realizable through the 
agency of modern tape technology. It 1e an 
irrevocable marriage. His material comprises 
the full gamut of orally prod~ced phenomena be
yond and beneath the atomic limit of t4e phoneme. 20 

Chopin"s work 1s, in the truest meaning of the ward, "sound" 
poetry. Utilizing the technology of the tape recorder, Chopin 

. 'can, in effect, totally transmute human vocables into some
thing that sounds nothing'like the productions of the human 
voiee. 

The av:enue of "poesie sonore" that Chopin opened up in 
the 1950's ie the one that has been,mainly followed by Euro
pean eound poets since that time. Bernard Heideieck (France), 
Lars-Gunner BOdin, sten Hanson, Bengt' Emil Johnson, Ilmar 
Laaban" Ake Rodell and Christer Hennix Lille (aIl of Sweden), 
Arrigo-Lora Totino (Italy), Herman Damen (Netherlands), Guet 
Gilg (Hollan~), Tera de ,Marez Oyens (Holland) and Greta 
Monach (Holland) 'Bubject their texts to eleetronic modifica
tion.' Althoûgh there are also poete such es Bob Cobbing (Eng
land) and Ernst Jandl (Austr1a) who,work in phonetic modes, 
"poesie sono:r:e" has tended ta be in vogue in Europe during 
the paet twenty-five ye..ars. / 

We have seen thus far that sound poetry has been pri
mar1ly a European art form in the twentieth century. In North 
~erica i t 1a "poesie phonetique" that has tended to dOltlinate, 
with primary emphasis on the capacities of the human voice 
rather than on the manipulations of technology. Jackson Mac
Low has worked with chance composition an,d multiple .voiee 
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overl~ays, often using the tape recorder in the service of 

~oice. Jerome Rothenberg has done much exploration in the area 

of ethnopoetics, doing some partieularly effective transla-
\f/:~ 

tions of Navaho horae gongs. John, Giorno has tended t~o use 

repeti tlo11s syntactical structures which ,he then subj'ects to 
1 • 

verôal over-lays. In Michael McClure's baaet language and in 
the work of Most of the Canadian sound poeta voiee also tends 
to be primary. 

1 

At this point in time, sound poetry existe as a very 
exeiting sub-branch or sub-divisiop. of poetry. Enormous possi
bilities have been opened up by it. Ite international community 
generates festivals, publications and reeord1ngs wh1ch em-

body an4. document the current p~oneering work. Like concrete 

poetry it ie international in scope: a trûe world-wide move-
1 ment in ~poetry. !i.e we will see in looking st Oanadien magazines 

presénting work in this field, it forms a larger community than 
one designated by national boundaries. This will also be seen 
as true in Canadian magazines that ,have ple.eed emphaeis, upon 

concrete or vie~al poetry. 
While eound poetry emphasizes the verbal components of 

language, concrete or visual poetry emphasizee t:tîè poem as 

picture, and work~ with what,can be done with the potentiel 
locked into written languâge. John Sharkey has provided a 
sound evaluation of the parameters l,of -"'éç>ncrete poetry: 

" 

Concrete poetry 'begins by being aware of 
graphie space as a structural agent', SO, that 
words or lettera can be juxtaposed, not only 
in relation to each other but also to the page 
area as a whole ••• The viaual and semantic 
elements conati tuting the form as weil ae the 
content of a poem define its"structure so that 
the poem 'can be a 'reality in itself and not. a ) 
poem about something or other'. • • In concrete 
poetry words can be present ed in their tota11 ty. 
In practical tenns this m~a.nt that the material 
was a valid source of inspiration and communica
tion, a ai tuation long ~ceepted in other art 
forms. 21, . 

'Concrete poetry worka very much with the idea of "text" and 

utilizes the page as the ultimate organizing unit. ~he visual, 
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graphie possibilit1es of language are emphasized, r~petition 

often being organized around a principle of !isual onomato
poeia. It is a poetry of direct presentation, "'''hich uses the 
semantic, visual and phonetic elements of language in the 
13 ervic e of the ward. \ 

From the moment that the Futuriste and Dadaiste became 
invol vètl in trying to notate their sound poems they began to 
a.lso do primitive work in the a.res. of visual poetry. Marin-
-' - ~ 

etti t s interestin tyYography, the scripting of trans:ra.tional . 

texts, Hausmann's 'optophon~tic' teçhnique of notating sound 
poems, all· began to bring out the visual ~lements of, lan,juage • 

. Vlri ting down the sounds, they c ould' nai hèlp but repres ent 
them by their wri tten equivalents', which, as text, existed 

as sound's pictoriel counterpart. Interest. in' the visuality 
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'"' of the poem did not extend, however, muc~ beyond the liberating 
~~hy employed by Marinetti and th~Dadaists: they did 
not develop the form ~n which they h~d begun to ,work. 

, The llctual h,istory ot: çoncrete. poetry as an a.rt form . \ 
begins in the 1950·s. It ie an interesting history of simu1-
teneous interna.tional development: 

-1 

Eugen Gomringer, a Bolivien-born Swiss, weB 
the e,cknowledged father of Concrete poetry. 
He called hie firet poemB in the ,new style. 
wri tten in 1951, "constellations.". • • When 
Gomringer and the No1gre.ndreB poete of sio 
Pa.ulo, Brazil. agreed upon the name "0 on
crete" to desc1"'1be the new poetry in 1956, 
thef, were mutually ~ware that Oyvind Fahl
Btroin. • .had publi,shed the first manifesto 
of' Concrete poetry--manifest for konkret 
io'esi--three Y'é'ar~ earller in stockholm. 
fiile Diter Rot, German-born and Swiss-bred, 

was pub1iehing his "ideograms" in geograph
ically remote Ice1and, and Carlfriedrich 
Claus was experimenting with Klang-bilden 
.end Phasan in poli tical1y _1".J!lDot"th,East Ger
IIlany, in Vienna Concrete poetry wall' devel
oping out ot the co11aborative efforts of a 
composer, Gerhard Ruhm, an archi t·ect, Fried
rich Ach1eitner, a jazz musician, Oswald 
Wiener, . and the poets H.C. Artmann and Konra.d ' 
Baye.r. In 1957, the year Haroldo de Campos 
of' BraZ111 introduced Concrete poetry to Kita
sana Katue of J~pan, a ROJ;!l.anian-bom art1st, 
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Daniel Spoerri, leader of the "Darmstadt 
Circle lt of Concrete poets (Which inc1l.ided a" , 
German dramaturgist, Claus Bremer, and M/ 
A~erican exp~triate, EmmettOWilliams), puq
li shed the tiret international anthology of 
Concrete poetr:r. 22 '. 
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Emmett Williams here reveals concrete poetry as a simultaneeus 
_development Qin dif'ferent parts of the world, but he aleo sug
gesta the ceuntless pose1bilities that concrete centaine. 
Practically each poet brings-to vieual poetry an approach 
t~t differs from the other~, and there are countless possi-

., .,J ".r' , 

bilities in the visual presentation. Method and materials 
allow for wide variations. Concrete peems are hand-drawn, type
written, t~eset, letraaet, computer coded, done with cut-up 
techniQues, straight visual presentation, f'ound collage, found 
visual, can work with the typographie, the semiotic, or ev en -
the comie strip frame. Again, in viaual poetry we see the 
cI"eation of e. sub-branch of poetic activi ty. Like eound poetry 
concrete belonge te a EUropean rather than to an English 
tradition, although in the last twenty years it has begun to 
be praeticed as an art form by North Ameriean and English 
writers. 

Interestingly enough, when bill bigsett/began writing' 
in Vancouver in the early 1960' s he was hardly (1ware of the' 

\ established modes of, visusl and sound poetry. Bissett's initial 
push came from painting, which represented his basiC artistie 
training. From h~arlY paintings he moved on to doing 
drawinga that began to resemb1e character writing (cirea 
1960-1961), and as the images he was employing beeame more 
and more like lettera he began writing visual poems. Bissett, 
at this ~ime, wes not totally alone, for he hàd formed a pond 
with two other young artists, Martina Clinton and-Lance . 
Farrell. As bissett himse~f describes those times--in his 
own phone,tic language--they were· 

si tting up a11 ni te 1e.boring for brekthrus 
'in what was handid dOlm to us loving th 
words loving th epae e lov1ng the sound 
ff'nding th poem as sound !picture/breking 
up th words23 
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Working communally, they were each ~aking tneir own break: 
t~roughs and beginning to diseover their own specifie ar~ae 
of interest. For Ciinton the poem beeame an exploration of 
space, both visually and as breath-pause between utterances. 
Farrell tendad to work more ~n pictographieal terms, using _ 
~ords as method of' illustration, ~ord or senteneè in~tead 
of the drawn l1ne as element ot Jisual. Bissett et thls time 
employed minimal structùres and a supporting use of silence 
when reading his poems aloud. He was already using the di
mension of the page as the primary organizing principre. 

Kt th1s time, according to blssett, nothing could be 
further from their sense of aesthetics than the works of the 
rad~cal European Moderniste: 

(J 

th surrealists wer nevr an influens on us or 
th dadaiste gertrude stein we wer aIl reading 
discovri~g her in libraries as being th,closest 
we eud find anywahr t 0 wher we wer cumming fro~ 
/ going to24 - 1 

It was only in the late 1960's;t bissett maintains, that he 
realized a bond between his own work and that of the Dadaiste 
and Surrealiste. During those early eixties years bissett 
found his source of ins'piration in those he was working with, 
and it wes onl~ afterwards that the wor~ that had preceded 
them began'.to represent an affirmatiçm of the work the y had 
aetually pioneered for themselves: 

l , 

but dadaiet texts for/with that i thlnk what 
we wer all/:uv us finding was/ia a confirmashun 
looking fo~ that rathr than modele say or 
thats how ~~ wes/is ,but th dadaists/surrealists 
cubiste in breking up th tradishyunal elèments 
veree important to anywhun looking at th li~eage/ 
1inear but we werent in tact dadaiste or sur
realist or cUbists it. ient reallee a linear/ 
lineage Qr why get up in th morning but theyr 
aIl veree important work' what they ar dewing 
but from wher i was i t wes me martine n lane e 
n judi-th n maxine n opning up to. wrl. ting back n ( 
forth wi th barrie n d. a. le" nd d.'r. wagner 
all our work was/ie veree different trom eaeh 
othr nd we reechd out to aIl our selvs found 
support. • .so konkreet/sound/vizual thos wer 
tiames othrs gave to what we w~r aIl dewing nd 
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th thousands uv pqets we didint get to know 
but the whuns we did get to know th combust- / 
yun as being spontaneous w~s/is. intrnashuna125 

Wha t i8 most important ~or bissett and the others during 
the e~rly stages was a sense of community and of mutaI sup

port. It was really upon this 'basis that the magazine ~ 

Ointment was started in 1963 by bissett and Clinton. By that 

time the group had swelled to include two other young wri tere, 

JudithDCopithorne and Maxine Gadd. Contact had not yet been 

established wi th bp Nichol or wi th the Cleveland 'Poets Levy 

and Wagne~. Blew Ointment was started for rnuch the sarne 

reason that other lit erary avant garde periodicals were, that 

18 because there was a group of young writers doing new and 

different work and they could not find an outlet for their 

work: 

we startid it ••• bcoz our writing nd that uv 
a lot uv th peopul we had most in common wi th 
aestheticallee •• we cudint get printid any wher 
el~ bc oz our wri ting-vi zual sound konkreet was 
lookd on as not realee th pome we wer into 
xpanding th porne ••• we wer into a new notashun 
new as to what was around avail~bul to us at 
that time that wud include sound pieture th 
whol sheet uv payr on weh th parne temporarilee 
apeers as space20 

In Canadian poetry, what bissett is ci ting certainly expresses 

a new aesthetic orientation. Up to thl3t tlme Canadian poetry 

had been and was continuing ta be concerned rnerely with the 

generation of linear text. For example, what the ~ish poets 

were presenting in the sixties'was a new s~nse of notation, 

taken from Olson, but this still 'fell within the range of 
./ 

recognizable printed text.,The sense of page as area for a 

n9tated oral text that Olso~ ~as advocating is taken even 
( \ 

.1 Ï'arther wi th concrete poetry °into the realm of the poet as 
shaman or visionary. '.Ilhat appears on the page is not the poem 

as artifact but rather the poem as it "temporarilee apeers 

as space." The idea' of the poem and the- role of the 'Poet -are 

totally undergoing~ revolution in sensibility here. Speaking 

of the role of the poet, bissett saya: 
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we ar aIl instruments aIl being vessuls for 
what can flow thru/happn th des ire for th 
langwage to b a precisyun/organik that is as 
close to what th pome is/seems to b as possibul 
that serch/xplorashun/hopeful discoveree27 

The poet here is seen as servant of life rather than as mas
ter of language, and the poem isseen as organic process . 
rather than as perfected text. 'Nha t' s more, bissett seems to 
be suggesting that language must attempt to embody or come 

close to what the poem is, seeming to suggest that the poem 
,,~:-- , 

1s not really the words" or even the language but rather ex-

259 

perience or force, whatever it is that flows through and 
happens. In this light, poetry cannot be seen as an immortal- i 

, izing art but only as something that partakes in and celebrates 
life. Responding to a question about the lasting~value of his 
work, biBse~ answered: 

••• so lasting anyway i9 not~to hope for i' 
think if sum work breaks thru~um restrick
shuns at its time so thàt biologee is mor 
possibul for ones self maybe othrs nd at 
leest th art itself at that time its fr sure 
helpful but lasting i dont know abt that 
art is a living {luid attachment catch n'let 
go catch n let go i think its necessaree 
to living othrwise we onlee receev what con
trol say mite want to tell us but what breks 
thru SUIn restrickf!ihun for sum othr or futur 
time i think we can hope for-work for valu 
in th present 80r rathr than actualee "valu"
sharing being2 

For bissett poetry and life are indivisible; poetry may en-
e 

hance life but it is an intrinsic part of it and has litt le 
or no exis-tence outside of or beyond that context.' 

From its very beginning in 1963 Blew Ointment reflected 
- -

bissett's exp~imental and organic poetics. Coming out in a 
gestetnered, stapled format it presented at the-beginning 
primari~y work of the Vancouver group that had gathered around , 
i t. Early issu,es are a ,mixtur~ of visual poems, drawings, and 
more traditional language structures. One h~s the impression 

of sloppiness and messiness. Bissett's own concrete work,was 
soon classed' as "dirty'" concrete, as opposed to "cleJ;l.n", and 
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this tendency carried over into the magazinets format and 
presentation. Interestingly, as bissett became more involved 
with visual poetry the contents of the ~agazine t~nded to 
be more eclectic. Whereas the September 1964 issue (vol. 2, 
no'. 4) serves primarily as a showplace for work by bissett 
and Copithorne, the Novemb~r 1965 issUe (vol. 3, no. 1) is 
virtually an anthology issue and points towards the magazine's 
future d~recÙori. This issue features work oy Acorn, Avison,_ 
bissett, Copithorne, David Cull, Maxine Gadd, Patrick Lane, 
Red Lane, Dorothy Livesay, Pat Lowther, John Newlove, NichaI 
and many others. 

The July 1966 issue (vol. 4, no. 1) is a rather wild 
J 

one, filled with inserts, photo reproductions, many mixed 
materials hashed together. One could say that the contents 
of the magazine are predominantly visual at this point and 
what the reader is really faced wi th is an assaul t to his 
visual sense. Within the pages we find restaurant mats, a 
picture of wine bottles and' grapes, a picture of the Appian 
way, ripped newspaper color sections, drawings, small broad
sheets printed on off-cuts of paper, typewriter concrete, 
stamp art, poems on unattached sheets, anonymous works and 
photographs. The magazine as a whole i9 marked by ~ wild 
chaotic shapelessnes9 that characterizes the printing and 
even the issue numbering. Often there are pages that are 
qui te unreadable; bissett /also had a habi,t of slapping any 
old number on the front ~over so that the magazine follows 
no numoering system ~ha.t re,spects seauence. This is one more 
Dada element in the magazine. Looking thr~ugh and reading 
these,issues one feels sorne sympathy with the harried li
brarian whose letter appeared on the inside back cozer of an 
unnumbered issue in 1970. The librarian frOID the University 

" 

of New Brunswick writes: 

Dear Sir: 

We have a Press/Order relesse notice from you 
which quotes subscription ~ates as being $7.00 
for five 'issues. 
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What are these five issues---of'? ls this a num
bered series, a periodical or something else 
with an 'identifying title? 

Any other information you could give us would 
be appreciated. 

May we add that we hope your priced publica
tions are more le~1ble than ls this poorly 
prepared release. ~ , 

In publishing this letter bissett is simply thumbing his 
nose at rational order, declaring again his free and anarchie 
poetic principles. The aim of Blew Ointment was spontaneity, 
chaos, and freedom. It defied any attempt at coherent com
mentary. In many ways it simply served as an anthology of 
on-going avant garde work. In fact, bissett did not restrict 
it to the concrete/sound/visual context, although concretel 
visual work i8 always highly in evidence. 

Looking at the 1970 issue mentioned above we quickly 
discover that author credits are not presented on the pages 

with the poems, so that aIl the work has a tendency to flow 

'i 
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together when it is not demarcated by sep~rate author identi- j 
i 

ties. In the back of the issue there is an index, under the î 
• - 1 ~ 

heading "FASCIST qOURT", listing the contributors and the -pages ~ 
(~ - ---- j 

on which their work appears. Even the assignirtg of the names i 

of authors to their works seems to have been viewed by bis-
sett at this time as a kind of tyranny. He was to employ the 

_____ -.of 

same techniaue-oY-semi-anonymity in future issues. 
Although from 1965 on ~ Ointment tended to be antho-

log1'cAl and eclectic, it ls only the later issues that actually 
begin"to be called anthologies; we are presented with volumes 
such'as ~ blewointmentpress ~,isint tantrik spes~ul, !h! 
blewointmentpress occupashun issew, ih! blewoint~entpress 
poverty issew, th fascist court, blewointmentpress Lady ~ -

~ ~ Issew, bl~wointmentpress 2!! srick spesliui 71, and 
end of the WORLD sneshul'. These anthology issues, ap-pearing ---, .. 
about once a year despite their chaotic appearance, contain 
broad cross-sections of work from many different Canadian 
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poets wri ting in a very wide variety of styles': among them 
are F.R. Scott, P.K. Page, Tom Marshall, Marg~ret Atwood, 
Bertrand Lachance, Milton Acorn, Michael Ondaatje, Eli Mandel, 

\ 
Ne~son Ball, ~arry McKinnon, D.A. Levy, David UU, Dennis Lee, 
Earle Birney(, Colleen Thibaudeau, Steve McCaffery, 1\:1 Purdy, 
Gerry Gilbert, George Bowering, John Robert Colombo, Raymond 
Souster, and Andrew Suknaski. The moet traditional and the 
most experimental poets meet in the pages of Blew Ointment. 

, -
Ultimately, ~ Ointment is a paradoxical magazine. Put 

out by one of Canada's leading experimental poets, it remains 
one of our more interesting eclectic magazi~es. In its 
printing and format it shows the touch of a messy concrete 
poet, and it is this aspect of it,that seems the most liber
ated. At the saroe time it does contain the first stirrings 
of visua~ and sound poe,try in Canada and continues to print 
this side by side with more traditionally-based works! In 
this way it tends to validate work that, in the early 1960's, \ 
had a hard time being ac~owledged as poetFy. In reeent years 
the energies that went into the magazine have gone to produce 
the books' of Blew Ointment Press. 

, 
In summary, ~ Ointment stands as witness of bilr 

bissett's poetic engagement and represents an active mani
festation of his poetics. Bissett' s contribution to Canadian 
poetry is original and without precedent; therefore, as we 
move toward bp Nichol "s magazines GangIi~._and GrOnk, we find 
bi-ssett· s work a connective -link:- to·--th-ese---la-ter expe-rimental 
magazines. 

In 1966 bp Nichol published one Qf bissett's early books, 
~ Sleep Inside ~ Other !1!, in the form of'a single is
sue of his magazine Ganglia. Providing ~~ i t does an exten-'; 
~ive introduct~on to bissett·s early work, the book ai's.z in
cludes an important article as afterword: "The Typogeogr hy 
of Bill Bissett" written by bp'Nièhol. In this arti'cle N" hol 
presents a valuabl~ discussion of the visual aspect of 
sett's poetry. Nichal holds that the primary concern ' f 

sett's writing is language. ~ further important -point 
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Nichal makes 1s that "Bissett is one 'Of those who has tried 
to begin again, to take the language back to its pictorial 
roots & proceed f.rom there ... 30 It is absolutely essential to 

\ recogni?:e in bissett' s poetry the stri ving for a fresh articu
lation. If there are two things bissett turns his back on in 
his poetry it is tradition and convention. These he sees as 
not only language traps but traps which Cart imprison the 
individuel as weIl. By tryi~g to wark his way back to the 
pictorial roots of-the language bissett is attempting to 
start fresh, or, in essence, to remake the language. One as
pect of returning tO,the pictorial roots is an attempt to 
strip languagè of all acquired association. 

Aware of the visual possibilities' of written language,' 
Nichol sees bissett using "~he page as a space on which ta 
organize his poems "into shapes. ,,31 As l noted earlier, the 
page·seems to be bissett's unit of composition; whether ac
cepting or rejecting the dictates of the page, bissett use's 
the page as the poem field. 

, . 
Beyond visual organization~ Nichol sees one of bissett's 

primary concerns as the atomization of words. Nichol states 
that '~Breaklng up wards &/or combinin~ them ls a way we gain 
new words & enrich our language. ,,32 Atomization is, again, 
part of the process of reclamation. Breaking words-up or 
cqmbining them release, according to Nichol, a new range of 
content anela new range of meaning. Bisset~ employs run-on 

--sent-ences,-an) senfence combi~at-:i.ons "which serve to undermin~ 
, -" 

th~ conventions of language as they have been long established. 
We note, for example, bissett's highly individual spelling, as 

- i in passages quoted earlier. Nichol claims that by using an 
1 indi vidualized spelling "What Bissett has done is to make the
W91'd_ distinctively his own. ,,33 Indeed, aIl these variations 
in technique are attempts made by bissett to establish a 
personal articulation. Bissett's phonetical spelling also 
seeks to challenge concep~s of illiteracy. What we find in ' 
biesett i9 a poet in revolutian, determined to express hlm-

self totally on his 'own terms. He i9 a poet preoccupied with 
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Overcoming the calcifications, the tyranny"and the rules of 
language. His own poetical work is an attempt at res'to:ring 
and renovating language. Nichol's statement regarding this 
is interesting: 

Bissett is reactionary in his attempt ta bring 
the language back ta its pictographie base. 
But Bissett's reactionary behaviour is the kind 
that brings ren~wal and gives rise ta new pos
sibilities ••• J4 

It is difficult at first to see bissett's seemingly left-wing 
aesthetics as in fact "reactionary". But in attempting to 

strip language of aIl unnecessary associations, and to bring 
it into a more organic integration with life, bissett's aes
thetics are striving to bring back something that did once 
exist and which the current use of language has made an 
aberration of civilization. The pictographie roots of man~ 
languages, the shamAnic power associated with chant and in
cantation in many still existing primitive societies, would 
seem to suggest that what bissett is striving for did in fact 
exist in the early development of Western languages. . . 

What we must not forget about bissett i8 that he i8 a 
visionary poet. Although he is possibly best known for sorne 

\, 
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of his satiric work, much of bissett's poetry is deeply mystical 
and-re1igious in its worship and reverenèe for the organic 
principles of life. Central to bissett's wor\is a base of 
ecstatic im!3..g~_ry;_.!!1~y of his ,poems celebrate t!le joys o~ _ 
basic human existence as weIl as telling of the powers of 
such essential human activities as sex and dream. The West 
Coast Indian based chants tha~ he has been working with during 

the past decade can be seen to be extended praise poems. The 
fact that bissett sings and chants so much of his work in
dicates i ts link wi th joy and _primaI power. The aesthet:i.c 
revolution.evident in bissett's paetry is consonant with the 
attempt of "living with th vishyun" which his poems express 
on the level of content and ~magery. 

,For bp Ni'éhol, another young wri ter beginning his career 
in the early 1960'8, an awareness of the possibilit~es of 
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visual and sound poetry came a fe~ears lat,er than i t did 
to bissett. Born and raised in Vancbuver, Nichol moved ta 
Toronto in the early 1960-' s, and for a time he worked in the 
library at the University of Toronto. His discovery of the 
visual medium happened in a mor~ specifie way than it did 
for bissett. Nichol's discovery of visual poetry came through 
the, work of Kenneth Patchen, an American visionary who.had 
often used drawings in his poetry •. As an early first step, 

~ . 
Nichol began ta, write poems in the shapes of abjects. H9wever, 
in 1965 he underwent a radical shi ft in his sense of the visual 
aesthetic. Talking of his writing during this period, Nichol 
has said: 

Then in '65 ••• I just became aware·that it 
didn't matter what l set down, what mood l was 
in, l was essentially churning out' the sarne 
poem, and that l could become very proficient . 
at that poem cause that's what it was, it was 
a poet and had this minor vari~tion'and that 
var~a ion but had a complete lack of any 
~echnical facilityo There was a type of arro
gance, l thought; that is ta say l was coming 
to the occasion of the paem ta force myself 
upon it. l was being arrogant rather than 
learning. Sa l sort of made a conscious 
,choice ta play ••• Here-! was, l was typing 
poems but l wasn't paying attention to the 
page. SO l began to do it and l started with 
these things l called "ideopomes". They were 
very much that, very much based on typewriter 
things. • • It 's pretty ea,rly stuff, fairly 
!! pd,mitivo, but i~_~rt ~ sllPwed me the_ 
way in'. 3' 

Working in a relative state of isolation, not having any 
strong connections with other writers in the same experimental 
medium, Nichol fo~,~ time found himself questioning the work 
he was doing and looking for support from writere outside 
Canada: 

• • ~when l started doing thie stuf~ like 
there was nObody, and l Mean but nobody who 
was doing it. l really felt sort of crazy;
why was l daing it? Was it just because l was 
a failed writer or something, l really got , 
churned up about it. There was really nobody 
at that tim~ l could connect with about what 
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l was doing~ From 1965-1961 it was reallf 
vital that 1 have that European-South 
~merican connection because it was really 
the only place from which l got feedbacklin
put that propelled me on. 36 

Unlike bissett, howêver, Nichol h8d come upon the Dada
ist~ earlier in his readings and in his writing career. His 
account of this reveals sorne of the reasons why their work 
had never played a great part in English writing. PartIy it 
was a matter of poor documentation, and partIy, as NichaI 
puts it, that av.ant garde literature in this century is a 
Itrepressed tradition". In an interview, explaining when he 
firet became aware of the Dadaists, Nichol said: 

\ .!-' 

l became aware of them through a friend of 
mine, Jim Alexander, probably around '63. l 
was into Patchen around '61 & '2 and the Da
daists around '63. ° 1 '11 tell you what struc~ 
me about them; there were a number of things, 
really. There were hardly any examples; l 

- had nothing that l could actually look, at. 
The whole problem with what i9 known as "a
v~nt-gardell literature in the 20th century 
••• is that it's like we're dealing with 
amnesia; we've got this repressed tradition 
so that you end up, when you start writing 
this way, you end up regurgitating a lot of 
wha t r S already been done becaus e you can t t ,_ 
get your hands on the stuff. S~you literally 
have to make your own way. In a way l made my 
own wa,y, sa that when I look at sorne stuff l 
can say, as sorne reviewers have said, "Hey 
tha.t was done in Berlin in 1921"; l look at 
i t and say "Yeah, weIl I gtless i t wa.s done 
in Berlin in 1921, but this was done in Canada 
in 1965 without knowing what was done in Ber
lin in 1921". About-Gertrude Stein, they would 
aIl talk about her biographically but wouldn "t 
know how to deal with the literature, so as 
a result included very, very, very few examples, 
just the merest hint. But 1 was intrigued by 
the report of Schwitters' "W'~ poem, just that 
~hat was it and he read it, t~at blew my 
mind ••• The Dadaists for me were more of a 
spiritual influence., that is -to say, l knew 
somebody ha~ done something, l wasn't quite 
sure what exactly they'd done, but the sense 
was that if some guys-could get up there and 
-kick out the jams why shouldn't 'r do it? That 
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gave me encouragement. Sa itts one of those 
things, you start doing something and then 
you start to track down aIl the other writers 
you've heard rumours about who are doing it. 
Sa, in a sense, it gave me support. 1 didn't 
really have examples cause you couldntt 1ay 
your hands on examples ••• 1 had the Dada
ists to impell me \and support me but not as 
an actual exemple, though, Gad ~nows, if 1 
might have laid my ha~ds on an actual text, 
they might have been. j7 

For NichaI, then, the Dadaists were an idea rather than an 
actual example; he found sorne encouragement in the stories 
of what they had done but he had no access to their work. 
This is a far cry from the Tish poets who had bath Donald 
Allents landmark anthology and the actual poets like Creeley 
and Duncan to instruct them. Nichol's attempt~ in the ex
perimental media were in fact a kind of groping in the dark, 
with rumours of earlier work in mind, and sorne small sus
taining support from poets who were working in similar direc
tions in Europe and South America. 

Nichol's sense of isolation in Canatta was, in fact, not 
total and complete; there were writers like bissett, Birney 
in his more experimental moments~ and Pierre Coupey working 
in similar or related areas at this time. Out of this sense 
of some potential community Nichol's magazine G~g11a wa~ born 
in early 1965. Originating in Toronto and edited by NichaI 
and David Aylward,-the-.magazine appea-red in a hwnbIe mimeo
graphed format wit~ embellishing drawfngs by Aylward, bis
sett, Copithorne and Nichol. Nichol has said that the original 
impetus for Ganglia was a desire to publish in Toronto west 
coast writers wha were not receiving any or little attention 
there. The magazine ta a great degree reflects this purpose. 
The first issue featured work by Margaret Avisant bill bissett , 
(in standard typography èxcept for the ealligraphic/visual 
poem "everlastingw), George Bowèring, Judith Copi thorne, 

~< ' 

"eight ideopoems ll by Nichol (typewriter concrete) and work by 
several lesser known Vancouver poets. Only bissett and Nichol's 
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WOI"k can be ealled conerete, bissett's poem being visua1 il
lustration drawn by hand and N:Î.chol's ut:l1iz,ing the graphie 

potential of the typewri ter. Ganglia, in ~;t's early eelectiqism, 
shares much'with ~ Ointment. In fact, it might be pointed 
out that, ~or experimental writers, bissett and Nichol are 

extremely tolerant and eclectic editors. NichaI, in his own 
work, has in fact attempted ta synth~size practica11y every 

kind of writing that has arisen/1n the t'O'fentieth century. In 

Ganglia eclecticism prevails 7:" / the magazine's contents. rt 
was only in starting up GrOnk that Nichol decided to rest-rict 

his magazine entire1y to cone ete and visual worlr. 
Ganglia did not have a p~rticularly long or energetic 

"' run, al tho~gh i t did present 'some interesting materiaI. The 
magazine lasted for onJ.y seven i~s.ues, ending in March of 
1967. Two of the~issues were, in fact, book-length collections 

of poems; Ganglia #2 (N~vember 1965) contained_~ ~ Poems 
by Red LB;ne, and issue #4 (Juné- 1966) featured/the 100 ,page 

Y!2. Sleep !nside ~ Other KIl by bill l?iss,t"t. The regular 
issues contained a mixture of poets of dif1erent aesthetic 
orientations; these included Victor Col ~ant Ian Hamilton 

Finlay, Pat.Lane, D.A. Levy, Pat Lowt er, Nelson BalI, Doug-
las Barbour, Wayne Clifford,- John' rnival, John Riddell, and 
David Cull. Such writers tend~d to malte up the left wing of -

Canadian writing, if they did,not etually write concrete ~ 
poetry, al though the 1'epeated publi ation of worlc by Margaret 

Avison shows an interest ln more tradi tional (though some
what -id{osyncratic)worlc~ 

Ganglia lost impetus when, by late 1966, Nichol became 
more ~amiliar with the experimental seene 'in Europe. Ganglia 

#6 was to be a. concrete issue, but it never came out, since 

the materie.l for this issue serv;ed as the p'oint of origin 
for GrOnk. Issue #7 was published while the sixth was still. 
be~ng compiled; a page at the back of the seventh i~sue an-
, . ' 

nounces that the eighth issue of Ganglia, the final-issue, 
would be another book-length collection, Earth Noises by 

David McFadden. This issue, however, ;did not appear. Material 
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fr,?m tha.t manuscript later came out as part of I~cFadden"s 
book Lettera ~ ~ Barth ~ !h! Earth, pub1ished by Coach 
House ·Press.' a 

" ln addition to his increasing interest in concrete and 
visua1 poetry, Nichol was also getting frustrated with the 
demands of theJIittle magazine, ~inding the am,ount of energy 
involve,d 'in keep1ng accounts hardIy equal to the money that 
came in. He decided' to bring out a JIlonthly handout. This ,wou1d, 
be a new magazine sent fr~e to.subscribers and friands caI1ed 
GrOnk. 

GrOnK was Iaunched ~n lieuLof the missing sixth issue 
. of Gang1ia, ip. January of~ -1967, and it has continued to this 
day (July, 1980). The first number was èdited by Nichol ~ith 
the assistance of 'David w. Harris and Rob. Smith. With' the 
fourth issue David Aylward Was added to the edi torial staff. 
Throughout its h~story the magazines has added or dropped 

\ 
various editors, but NichaI himse1f bas always beenjthe i. ~ <. 

gui ding force, and GrOnk bas in fact b~en his magazine. NichaI 
projected the magazine for sixt y-four issues in aIl, to be 
issued in eight'series of eight numbers. rhe tirst series came 
out as a monthly; at tl;l13.t time <David Vi. Harris moved to Van
couver and the magazine became rather occasional, the issues 
then being compiled and sent 'out by Nichol in batches o~'five 

'\ 
or si+ at a time. GrOnk, like'Blew Ointment, has had its - . 

,wayward numbering system and erratic sequence of appearan~e, 
but Nichol has coordi~ted the. is~ues sa that ultimately in 
the first run o.f GrOrlk, there is a sequence~f sixt y-four 
issues as predicted. An index to the first sixt y-four issues 
constituted'the sixty-third issue of GrÔnk. Perhaps Nichol's 

, . , ' 

experience in library' ,!ork led him to subvert somewhat the 
exact numbering ~~s~~~_and order,that institutions and per
iôdicals make a point of, but in the end his training'also 
led him to organize his materials into some kind of 7ecog-
~ ,,_ 1 

nizabl~ coherence. Thraughout the time of the magazine's 
o 

existence Nichol has maintained an,~ctive mailing ~ist va~-
ing between 180' ta 250 readers. ~hes~ recip1ent~.are not, re-
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stricted to Canada but include an international community of 
1 

avant garde 'artists. After the'firet ~ of sixt y-four issues 
Niohol begàn to issue an Intermediate series of twenty-four 

,issues which are works by individual auth~rs; and when this. 
series 1a completed he intends to continue the magazine for 
as long as his interest and means hold up. 

o As noted above, the intention of GrOnlc was to publish 
ooncret'e poetry, simply because no one else in Canada was 
providing an outlet for this poetry. Nichol saw the magazine 
,as a way of getting th~work out as news, not only to other 
writers in Canada but also'in Europe and i~ South ~merica. 
GrOnk was an~ i8 very much part of an international exchànge • 

• ,The first issue of the magazine makes its poetic stance 
p'erfectly 'clear; an adi torial notice on the front cbver resds: 

--~j 

màhuscripts concerned with concrete sound 
kin~tic and related borderblur poetry 
welèome distributed by mailing list lim~Sed 
number for public sale published monthly 

The contents of the magazine~immediately r~flect the kind of 
work asked for in the 'editorial. In the tirst'issue we find 

t • 

typewriter concrete by David W. Harris and Rob Smith (con-
cerned w1th verbal~ atomization), a mixed text by D.A. Levy 

- , 

using typewriter, handwr~tten' sections, illustrative icon-
ography and smudge techniaues, concrete by Nichol which 

, 'focuses on individual letters, random words and phrases and 
non-language visual signs, a dense computer structured p;ece 
bY,Pierre Garnier, minimalist verbal puns by,Victor Coleman, 
a ,:piece by D.R. Wagrier calleê( "Small Flà'g for Barb" which is 

, . . ,/ 

'J' 

a rectangle of type t~at warks Vii th the four words- "hear" 
"tear" '!barb" "and "love," and, a calligraphie poem by bill 

( , "-
bissett. 

\The format of the first issue was. quite simple: the 
issue was only eight pages, off%et; poems were,placed ,two on 
a page in instances where they d1d not-require ~he full spâce 
of a page~ !l'hi s' was thé' early fbrmat t but the .format varied 

_ J , j 1 

"widely during the magazinets s'~ty-four issue ,run. We find 
, ~ ~ 

~itto'covers, printed covers, printed inserts, thanging issUé 

(, ~ 1 
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sizes~ sIngle sheet issues, issues devoted to the work of 
an indivÎ'd~aI, books as part of a series, .... issues as envelopes 
fiIIed w~th various materiaIs, mergings or co-publishing"with 
other periodicals, small stapled pamphlets" and collections 
of printed cards. GrOnk a changing, free-form magazine, con
stantly in flUx, ,constant!y in the pr~cess o~ pioneéring new 

1 

territory. 0 

In the second issue of the\f~t series (February 1967) 
we have the 'ninth seq~ence 'of b:p NEhol"S Scraptures; the 
eighth issue of yhe fi~s~- series c ntains the el~venth se
quence of Scraptures. These sequenc ,re part of a la~g ex
tended early work by Nichol tha~ represents a real jumping 
off point for his future work. In the ninth sequence we find 
NichaI utilizing cartoon, visual signs, letters and words as 
visual.signs; and language referents presented ,within thought 
bal ons. During an interview'with the au~hor Nichol discussed 

ork t s the foundation for the later 
__ ~~~~ _ ~ Returns and ~ martyr~: ~ 

scra~turee wa~ my first attempt ta ~ 
~' of slmply being in one mOld, that is simply 

being a poet whq did visual things or being 
a poet who did sound things, or a poet wha 
did·trad~tional poems ••• Scraptures was the 
firet one' in which Ircross-polIinated, in 
essence, where l started working between 
forms ••• The title came from the notion of 
Bcriptures, scraps of things, of pictures, 
of everything together, which became Scrap
tures. Tfte very firet one, arose out of the 
opening of the Bible: "In the beginning was 
the Ward' and the Ward was wi th Gad ", rede
signed. on the page visually.. So it's a fairly 
classic and literaI approach to visuali ty , 
and then l began to bust out of that with 

\ the second and the third; l began ta get into 
prose sections and l got into comic strip 
orientèd sections, two of the sections are 
sound poems, though there are visual versions 
of those two ~a wall, so~it lends itself to 
a print text.j~ / 
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~1h~p queitioned ~s to hie motive fo~ bringing, together dispar~te 
and differing forms, Nichol replied: 
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••• no one system is c9mp1ete; it doesn't 
matter what system you create, it's simp1y \ 
one pair of glasses through which you view 
the world, you view reality. And hp.cause I. 
believed that formal splutions released sorne 
contents and suppressed other contents, l was 
interested in greater hybrids, rwas inter
ested in creating alternative possibilities 
for myself ••• 1 be1ieved ••• that if r 
could find a new form oth~r contents would 
be released that l did not have a conscious 
awareness of at the time, that it was an is
sue of finding doorways. Form was ~ doorway 
through which you let certain contents emerge. 
Tradi tional forrn had i ta powers but a.l ternati ve 
forma had different powers and released differ
ent contents and released new realities. 40 

, . 

There is evident in Nichol's later work an attempt to syn
thesize the different language breakthroughs and deve1opments; 

.formally, Nichol at this, stage, was attempting a major re
integration of. language elements •. The beginnings of this 
reintegratio~ can be seen in Scraptures. 

~lthough GrOnk had a strong Canadian base it also left 
room for international work. Issue #3 (March 1967) featured 
the work of D.A. Levy (U.S.) whi1e GrOnk #6/7 (June/July 
1967) presented work by Hansjorg Mayer (Germany), Brown 
Miller (U.S.) and Jiri Va10ch (Czechoslavakia). Later issues 
featured the work of D.R. Wagner (Series 3, #7), Jiri Valoch 
(Series 5, #7) and French writer Juli~ Blaine (Series 5, #8). 
The combined sixth and seventh issue of the sixth series was 
~ Pipe, an anthology of Czech concrete. , 

After the appearance of the second issue of Series 2, 
the 'numbers did not appear in proper time sequence a1though 
there ia a sequential numbering, of ~he issues in the" en;"') \Ve 

~ ... --
find in the second series, as issue #5, !h! C~ptain poetry 

\poems by Nic~l,Which is part' of a series that begins in 1967, 
now final1y printed in 1970. A notice in 'the first issue of 
the third series stated that: 

~ 

series 3 of grOnk will be mimeographed what 
have you type ma~erial and wi11 be published 

.simul ~e.neously ~vi t~ series 4- a series of' off
set books & ,special productions41 

-------------~~~ 
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Series 6 and 7 appeared simultaneo~sly, ~he sixth series, in 
addition to the Czech concrete poetry anthology, being es
pecially devoted to the work of steve McCaffery, ancr the 
sevènth was edited by David UU (Harris). On two occasions 
(Series 2, no. 7/8 and Series 3, no. 5) GrOnk merged with 
the public~tion Comic World to offer collections of comic 
strips. 
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An ilIlportant aspect of GrOnk, as we have seen, was ·'that 
it published book-lengtn collections of work by young Canad~an 
experimental writers. Books by NichaI himself and John Rid-

____ 1 ~ 

de Il appeared as-part of the seco~d series; books by Gerry 
Gilbert, Nelson BalI, Nichol, and Riddell as part of the 
third series; books by David UU, Hart Broudy, Earle Birney's 
pnomes Jukollages & Other Stunzas (Birney's first collection _ c 

of visual work), and books by David Aylward, Judith Copi
thorne, Andrew Suknaski, and Stephen Scobie as part of the 
fourth series; by steve McCaffery, Kylwara, Martina Clinton 
in the fifth series, by McCaffery in the sixth, David UU and 
Hart Broudy in the seventh, and by NichaI' and bissett in the , 
eighth. This,provided first publication or close to it for 
many of these young writers and served as the only org~nized 
available front for much experimental work of thi,s kind. \ 

By and large the sixth series is devoted to the work 
\~f Steve McCaffery, an experimental p'oet whose work has be

come increasingly interwoven' wi th Nichol"s 'own. McCaffery , , 

and Nichol began writing collaborative work,and cqllabo~ative 
p~rformances eventual1y led to the formati?n"of the Four . 
Horsemen, a sound poetry ensemble. McC'affery and NichaI, also 
wor!t together to bring out the TRG reports that are a featured 
part of Open Letter. It 1s an interesting pairing, in that 
McCaffery's interests seem to'Be highly theoretical, et t1mes 

"-almost intelleotually mechanistic;' aince Nichol tends to be 
mors human2stically oriented. In McCaffery's afterword to 
his transitions to the beast (Series 6, no. '2/3), subtitled -----
"post s~miotic poems," we ar,e presented with some of h1~ 

\ 
theorizJng: 
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to the beast 'are for me transitional pieces 
moving towards a hand drawn set of visual 
conventions that have their raots botb in 
semiotic poetry & in the comi~ strip. the 
semiotics or code poem (invented round a
bout 1964 by the brazilians pignatori & 
pinto) uses a language of visua~ signs de
signed & constructed to suit'the individual 
desires of the poet & the needs that he as 
linguistic designer assures for the poem on 
that particular occasion of construction. 

the striking impulse behind this type of 
poem is both alinear & nonlexical--the de
sire to expand language beyond-the4~impl~ 
limited form of verbal expression. 

The concrete poetry of the Brazilians that McCaffery i9 re
~erring to here i9 a visual poetry that creates for itself 
its own lexical key; equations are made between recognized 
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, concepts and~ords and created shapes and symbols. These \ 
shapes and s~bols come to represent an entirely newly ~reated 
language w so that, in essence, poems can be written in a 
code language and translated into that language or1out of it. 
This is what McCaffery is working with in transitions to the 

, --
beast in which he works with à poetry of visual design util-
izing and departing from the geometric shape of letters. In 
Collb~rations (Series 6, no. 5), MCCaffery and Nichai work 
together in this field, incorpora.ting Michol"s love, of ca.rtoon 
and the existent semiotic system found there with McCaffery's 
geo~etric shape ~esigns. 

After completing GrOnk's initial run with a bill bissett 
book, Rush: what fucken theoryz ~ study ~ language, Nicho~ 
undertook,the GrOnk Intermediate Series. This consists of 
pamphlets or books by variou~. experimental visual poets, among 
them l\~cCa.ffepY, ?iddell, Gerry Gilbert, Shant Basman5ian, 
Paul Du~ton, Jaékson Maclow, P.C. Fencott, Bob CObbing, R. 
Murray ,schafer and Opal L. Nations. At the time of this 
writing eighteen issues of the ,intended twenty-four issues of 
th~s series have been published. When that, series is complete 
Nichol intends to begin,the final series, sa far undefined 
and Qpen-ended. He wou1d seern to recognize that truly experi-
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mental work al,ways has a hard time finding places of pub
lication and so i9 keeping a place for that work going. 

Bissett and Nichol have not' -been the only poets working 

215 

in the areas of visual and sound P?etry but they have certainly 
been the most active, the most prolific and, up to now, the 
most important. Their work presents a radical new aesthetic 
that just did not exist in Canada oefore the early 1960's •. 
The hard and fast lines drawn between art and life tend to , 
be erased in bissett and Nichol's work; both seern to be com-
mitted to a revitalization of language by exploring experi-. 
mental avenues, and also to a revitalization of life itself 
by the 'use of\language in organic processes of expression 
and psychic healing. If Nichoi is correct in his assumption 
that working in new forme releases new contents for poetry", 
then a whole new set of contents has been made possible to 
the writer through bissett's ana Nichol's branch of MOdernism. 
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CHAPTER NINE 

!tHE POEM AS" VEHICULE: MONTREAL POETRY 'IN THE SIXTIES 
AND SEVENT lES 

--prom the point of v1ew of ,a late participant--

, 
In t~e deve10pment of Moderniem in'Canadian poetry, 

Montreal has been an important cultural centre. Beginning 
with the founding of the McGill Fortnightly Review in Novem-

, 
ber of 1925 by p.R. Scott and A.J.M. Smith, the Montreal 
li terary communi ty has continued to be an important shap1ng 
and directing force in Oanadian poetic activity. One has 
only to remember the l:iterary teud between Preview and P1rst 
sta.tement in the 1940's, which sp.srked the fire,s of social 
realism, and the Montreal-baaed activities of Layton and 
Dudek in the 1950's, which combined to produce orvin maga-

l ' 
zine and Oontaét Press, to realize that, up until tn~ late . . 
1950'8, much of Canadian poetry was dominated by the Montreal 
poete. By the late tift1es there was a substantia1 poetic 
traditi~n est~blished in Montreal, and it was essen~ially 
a tradition of social realism. 

, . 
During the fifties, and even\more sa in the 1960's, 

, . 
the predominance of Montreal declined, the movement spread, 
and Canadian Mbdernism in poetry became a truly national 

7(-

phenomenon. In the three prec~ding chapters l have detailed 
the histories of several littI~ magazines that represented , 
radical departures trom the social rea11st tradition and 

\ ' 

which had ~heir origin beyond MOn\rea1 as th~ir location. ~he 
short li st of magazines of the,196d t s and early 1970's, pre
sented in chapter five, shows t~~ proliftc output of poeta 
acroes the country ,during that time. The "New -'Nave CfiUlada" 
phenomenon mad~ its presence felt acroes the nation during 

, , ~ 

the 1960's, except, 1t can be argued, in Montreal. There.a 
new generation, aware of the indigenous social rea11st tradi
tion, res1sted the expansive Modernism of their Ame rie an 
and European-influenced contemporaries. rt has only.been, 

o 
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( with the succeeding generation, a group of young poets who 

gath,ered around the Vehicule G8J.lery in the \ earlY' seventies, 
that the next stage of Modernist development has occurred in 
Montreal. 'This chapter, then, will detail the crossroads of 
evolution that Montreal poetry of the 1960's and 1970's 
represents. 

\ 

Emerging trom the 1950's -"there were three important poets 
in Montreal to be reckoned with: Louis Dudek, Irving Layton 
and Leonard Gonen. Without dismissing such important older 
poets as F.R. Scott or an siling A.M. Klein, l believe that 
i~ 1e fair to eay that it was with theee three poete that 
the new generation had to come to terms. Dudek, at this ~ime, 
was editing Contact Press with Raymond Souster and Peter 
Miller, running hie own prestigious magazine Delta, and pub
lishing young poets in ~is own McGill foetry\Series; The yo~g 
Montreal poet eeeking publication at thie time was sure to 
encounter Dudek. ~lso. Dudek was teaching st MaGi1l Universit~ 

1 
which has- always b~en a leading breedin~~ground for young 
writers. dust 4 across town, IrVing Layton was teaching et Sir 

/ ' 

George W~lliams University, another focus of attraction. Ov~r-
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looked and under-rated as a poet for over ten years, in 1959 
Layt~n had seen his eollectio~~ ~ Carpet !2! ~ ~ pub- . 
liehed by the commercial publishing house YcGlelland and.Stewart 
and had begun the more public phase of his writing career. In 

the wake of Layton's increased popularity, Dudek, long" one of 
Layton's chief èupporterè, became· one of his sharpest critics, 
and their long-standing'friendsh1p '~eveloped into an aven 
longer-standing hosti1ity. Having ~d his firet collection·of 
poems, ~ ~ Compare Mltho~ogies, published by Dudek in the 
McGill Poetry Series, Leonard Cohen saw his second colléction, , , 

~ Spic e ~ 2! Earth, publ1ehed by McCl~lland and St~wart 
in 1961., As with Layton, this began the public phase of Cohen's 
career, and w1th subsequent novels, films, and recordings his 

" reputation was to grovi. 
:rt was between the pilIers of Dudek"s ~ocial realism and 

Layton and Cohen's celebratory poatry of personality that the 
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Montreal,poets of the sixties moved. Continuing in th~ mode 
of social realism, thsy explored the urban realities a bit 
more extensively than thet~ predecessors; some fo11owed in 
the footsteps of Layton, Cohen, and the older ~.M. Klein, in 
exploring the poetry of JeWish tradition~ or they follo~ed 
Layton and crohen in working in the mode of the po.etry of 
p~rsonality. When the Layton-Dudek verbal duels\, heated up 'in 

the early sixties, the adi tors of Cataract (Seymour rta:yn:e;' 
~ K.V. Hertz, and Leonard ~el) seemingly sided with Layton 
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,J 
r by publishing sorne of his attacks upon Dudek. The Yes editors, '-' --

Micha~l Gnarowski and Glen Siebrasse, gravitated towards 
Dudek and shared his poetie orientation, finding themselves 
ever cl~ser i~ alliancerwi~h Dudek, until fin~11Y the three 
joined together in founding Delta Canada Press. , 

Betore beginning an investigation of the M~ntreal li tt1e . 
magazines of the 1960's it shoula be noted that the magazines 
of this period were sporadic, as were the general activities 
in Montreal at that time. Al Purdy and Milton ~corn pub1ished 
four issues of Moment in Montr.ea1 in 1960 and 1961, then 

1 • 

moved the magazine ta Toronto. Catàrect was pub1ished from 
1961-62, eventua11y superséded for two issues by Oatapult 
in 1964. David Roeenfie1d edited one issue of ~ Bloody 
Horee in 1963; stuart Gilman edited ~ Page, a series of 
br9adsheets, in,{964; K.V. Hertz was Iater to edit Ing1uyin 
for two issues in the early seventies. Although ~ came out 
of Montreal for most of its fourteen years of existence (1956-
1970), it was nevet a magazine initiating a movement;' rather 
it continued 1to reinforce the positions 01 the forties and 
fifties, never taking a truly fighting stand until ite last -tew issue, when it came out in opposition to r1sh and the -

, \ 

new poetic innovations of the sixties, attempting too late ",-
to stem the tide of New Wave Oanada. Not, surpriSàngly-, it 
posi te.d the poetry of social realism as 1:!is al ternat,ive. 
Late sixt~~s magazines such as Intercourse and ~ were to 
experienee longer rune than most magazines of the ear1y 1960'8; ,. 
unfortunately the1 did not produce and publish a body of 



, ( 

( 

/ 

rea11y significant work. 
It was actually in Dtldek "s personal ~gazine Del ta 

(1957-1966) that the full panoply of young Montrea1 poets 

of the late 1950's and early 1960's appeared, though not ae 
part, of a militant movement. Young Montrealers such 'as 
Daryl Hine, Ian Cl~ Micha'el Gnarowski, Milton Acorn and 

Al Purdy (in Montreal et that time), John Lacha, Lionêl . 
Tiger, Sylvia Barnard, George Ellenbogen, Marquita Crevier, 
David SOlway, XVi Boxer, Raymond Fraser, Seymour Mayne, 
Henry Moscovitch and steve Smith all appeared within the 
pages of Delta. 

In his easay "The Ego Has It. Bath Ways: ~oets In Montreal ft , 

Xl Purdy ci tes Irving Layton as an important ~uence in hie 
poetic development and ale,o as a central axis of his' li terary 
activity in th~ mid-1950 t e. With his wife, Purdy moved to 
Montreal from Vanoouver in 1956; in the summer of ,1956 Purdy 
answered, his doorbe11 to be greeted by a man who said .. Irving 

Lay ton sent,me"; that man wes Milton ~corn, juèt arrived in' 
Montreal t'rom his home in Prince Edward Island. Purdy and 
.A:,oorn quickly became friends and, when /Purdy moved back to \ 
Montreal in 1959 after a two-year stint in hie own handmade 

A-frame houfJe st Rob1in Lake, 9nt~io, they also became 
1iterary collaborators; they be~ publishing~the magazine 

Moment in the fall of 1959. Discussing the motivation.behind 

the magazine, Purdy has said:»:. "The reasons for Moment were 
both ~g~tistic (we wanted to publish our ~wn poems, tho l 
denied this to Milt) and altruistic (we wanted ta publish 
good poems b~ other people). ,,1 They presented their purpose 
in their tni tial edi torial as follows:' 

- Jf 

! ~ 
, , 

Moment· 8 a way' out type magazine which 'prints 
(pardon ••• mimeographs) poetry, opinion or ~ 
fiction ••• especially good stuif that nobody 

" , 

else'1l use. If you hate it write and tell us 
to s:top oluttering up your mailbox. It"you 
like lt wrl~e and tell us 8o,'maybe ênclosing 
a buck or 80:-- There's no charge and (curse it) 
no payment. 2 " . 

Kt this time nei ther, Acorn nor Purdy were beginning poet8; "':, 

1 1 

, 1 
·l t 
~ i 
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Acorn was thirty- six; and Purdy fort Y one. Both of them had 
eome to -poetry later in life thsn 'ID08~ 'poeta and th~y- both ~ 
starteJi out with a rather formal,' nineteenth century orienta ... 
tian to poetry, whioh gradually gave way to more modern 

-t-eOhnique. In the long, legal-sized pages of Moment, we see l 

that development of 'modern voiee, wi th a strong Canadian 

orientation, tapping into the newly established Canad1an 

tradi tion 'of Larton, Souster, and Dudek and carrying i ton; 
they were also coneerned '11'1 th promoting that tradition. The 
f'irst issue of Moment ineludes poems oy Dudek, furdy, Lay ton, 
Lowry, Âcorn and Cohen and also fea1iures a short essay/debate 

, l , 

section called "Raymond Souster. Extempore Debate: Dudek 
and Aeorn versus Purdy"; here Dudek and Acotn argue that 
Soueter ûtilizes hie own natural 'language while Purdy argues 
that Souster doesn t t work wi th the true structure of -the 
Engliah language, nor does he present it in !ts best l1ght. 

The edi tors' purpose Beeme to be nei ther to reevalue.te nor . - " 

revolutionize 'Canadie.n poetry a~ it exista, but rather to be-' 
.. '~~- ~ 

come a part of it. Purdy and A."Corn do not present a radioall.,.. " , 

new a~sthetic. 
Issues -two and three continue in il eimilar fashion, in

cluding poems by PhYllis Gottlieb, A~den Nowlan, Maloolm 

Lowry, E1don Grier, Glen Siebrasse, Bryan McCarthY" Ralph 
Gustafson, l'.R.' soott, John Robert Colombo and Irving Layton, 
as well. as po ems by the edi tors. Issue #3 includes a favÇ)r

able review by Purd,. of Layton' e .! !!,.g, C'arpet ~ lli ~. 
Moment' #4 containe poems by J?urdy. Nowlan, Lar~ Eigner, 

Alan Pearson, and aldon 'Grier. It a180 inelu.des an ed1 tor1a~ 

of sorts, "Open Letter To A Demi-Senior Poet," written by 
- .. r' .. \ 

M;ilton Acorn and addreseed to "Dylan, U possibly Dylan Thomas. 
-

Acorn b~gins by- d1sputingr "'Dylan ·'s" assUlnpt10n that "there 1s 
) an inviolate something called 'poetry,."3 To \this Aoorn' 'op

posee hie persori~l view that "\Poetry' is only a ~~~veni.e,nt 
label for a kind of' creativitw "-with ~~rd~4-arét\ gdes on to 
maintain that poetry should,be judged by whether it presents 
aomething as' oppoaed to wh~ther or not it ia poetry. Acoru 
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then goes on to otter an assessment of the Beate, about·whose 
work he and Dylan aeem to have differiD8 viewB (M: Dote 8t 
the beginn1ng of the p1ae. states, "ID the ~ett.r below ~he 
whole new move~ent in Tbe States, trom Oison Va ~orso, is 
ref'erred to as 'The Beats ,' .. 5). J'inding tb~ Beats 1aCkiq in 

1ntellectuality, Acorn goes on to pra;'Efe 01aon as "an inno
vator Ur the science of poetics";6 he notes the suret y 0'1 
<rreeleY" poetic toueh, the stroDg' d1alect1c ev1dent in Oorso's 
work t and Fer1ittghet'ti 's "marveJ.1ous sens. of 1magery. "7, 

o \ 

Acorni then wri tes: 

'fhese Beats have i t • 'fbe.,.· re the t1"l1e heirs 
of Sandburg and l'earing, the poet." w1 th' 1arge 
!'mericau. souls. If their work 1e otten ugly 
blame 1 t'8 on the" U81iness of the present-dar 
America. " ' 0 \ • 

Having s~id thi's, Acorn ,goelon to agree with some of Dy1an's 
criticism. lcorn says that the Beats.attack "man in pis 
10gical and materially' creative âspect,"9 they diép1a1 a 

o 

~ph11osophical. and 8cientif'ic ignorance •• .a prol k::a.,ow-no-
thingism ... 10 He tinds 1t ~ust to·' call much of' their writing 

, "brain-waahed poetr'J. n11 Complaili'"!lfurther that the,. 'tend to 
domin~te moet J.1tt1e magazil1e act\VitY. that 1a not aoademlcally 

v , 

based~ Acorn ,ends with a balanced assessment: . 
l see bad and good in them, but don 't 8110" 

anythitlg to blind .me to the tact that they are 
an important mov.ment. • .P,erhapa the 1I108t im
pol;"tant to come on anyvi'here -sinqe ~he war. 
Equa111 1 dOD't al.low'their importance .to. blind 
me, to the wortll of Oanadian poetzy t wh~ch 
dO,esn't d1v1de -nearly as ne81:11 1n;to 'sChools', 
wh1êh progresses more evenly_ • .aJ.ert to ~he 0 

new - even p,-elping create i t as LaTton, Dudek 
and Souster actua11:y helped create the Beat 
sèhoo1 -:-- but rarel:y J.osing sight of tl"!'ldi tion. 
IJ'think Canadians have much to learn from 

, ' these Beats,- and: ~e younger Amerlean poets 
could leam much f'~m 11S. No:t ~hat l 'm tao 

·hopef'ul they ";'11. ~ .(alter 8;11 Oanada ha sn 't 
got a }.arge" en~a~r2r-or, t'hl! Yanlcs to paT' 

o \ much a't,tention to her. ' " , " 

A~~rt from Aè~rn' a lwnping dt al1 the American poets in the 
A'lien. anthology ~s "Beats" (something Pn.nk 'naVef 4bj'ected 

,. , ' 
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to in the ed1tor~al of'!!!h #11), we fipd Kcorn, cur10usiy 
.' enough, on the si~ of 'this neY{ ~~ratio~ of Apler1caD poe'ts; , 

this ie remarkable in the face of Ncom'f s later anti-American 
and Canadian nationaliet position and in light of his lster 
condemnation of the west coast ~ poets as colonials 
influenced by American literary imperia11sm. ACO~, in later 
day~ would emphaàize the absolute importance of the Canad1aJ',l 
tradition, like Robin Mathews, rather than allowing much 
credence ~ what could be learned f~à_\ foreign, particularly 
AInerican, (mod,ls. -, '\ ...... 

'Moment #5 announcee the movem~nt'of the magazin~ from 
Montreal to Toronto and names Aco·rn as the ma8azin~' s sole 
editor. This issue includes" poems ''br/Gael Turnbull, G.C •• , 
Miller, John Robert C'olombo,' and 'Acorn himself. 

In Moment #6 thinge ~eat~up considerably. This issue . 
ie marked by a c~ange of editorship, adfting Gwendolyn Ma~-
Ewen-(Acorn's hewlywe<pwj(fe) as an editor. In the editprial 
Ac om not es : 

The more Milton Acorn gets ta ~ow poetry. 
The more he realizes that what he,' s wri ting 
1~ not poetry. • .And the more he beoomes op
posed to poetry. ~h1e then ie the sixth issue 
of Moment~ •• A maga~,ine opposed to poetry.13 

This rathe~ c~tio comment seeme to. indicate Acorn' s d!e
enchantment w1th poetry as artist1c expression and his des ire 
ta see it used for more overtlye polt tical ends. Despi te the 

, i 
iesuets stated opposition.to poetry, it includee good ppèms 

, . 
by MacEw~, Padrsig 0 Broin, Joe Rosenblatt, Acorn· and Purdy. 
The'appearance of John Robert Colombo in issue #5, and of 0 

.Broin and Rosenbla~t in- issue #6, tends to point up the 
'magazine' s new location in T'oro~to and 1 ta commitment ta pub
lish the work of new poets the editors are finding there. 

, ,,/ ~I 

Issue #6 also 1ncludes MscEwen' s" ',t~. 6pen Lett~r To 
T1sh," a letter in wh1~h she 1evels ~er own objections against - , ./ \ 

the!!!!: form Qf poetry: -

It sounds good, a1l right: natural rhythm, 
word olusters, breath and syntax control -

" 
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but the prao! ia in the poet's pudding. And 
l get the impression from this' end that you' re' 
using Instant M1x. Damna.bly, i t fiS all too 
tacil~ inl this idiom forpoetasters to gtab 
only the essentials of the Olson-Jones school 
and produce almost convincing carbone. The;t"8 
are 2 limbos - ·take your pick -~. poetry tha"t 
talla off a log and lands iteel! happily later 

-- to the breath-line premiae, or -2. poetry em
ploying exclusivelt ~at premiae and never ' 
gett1ng an inch trom the ground becaueé auch 
marginal concerns as craft and self-enclosure 
arè thrown dowtll the toilet along wi th your 
'alien iambe .. -14 -.J. . 

MacEWen' s compla~nt ,is that despi te 11 the' theo~tical to-do 
in'.,!!!à the' poetry contained in it s, ~t beat, a carbon! 
copy of the Amelican poete and, at w-orst, devoid of orlgil1al,' 
cratt or importance. Mac~en goes ,on ta ~ote that i,.n add~tioft" 
to being "adolescent- artiness, this is invalid poetry ... 15 .l"' 

r 
Beginning to define her own poetic orienta.tion, she says:' 

~ pdet begine with !!!! reality of ~ 0.0-
" i&C~ i il' a ~ his relationsiiIp W1 th a 0 eo ie---uno:irstooa· he aoesn"t"'eiia there. 

And le S orge'f about writIiig poems a.bout-a-'--
poet writing poeme about a poet ••••• art . 
consiste of conce41ins the oraft of the artist, 
not ela60rating tediouslyupon it;-DOyoU 6e- • mve thai juBi bee~e ·y-ou wrire Poetry you aré 
Interesting and Important enough to !I:ri te eole11 
desoribing your owh Divine Function?16 

MacEwen insiste tha.t it 1e not enough for t~e poet to "talk 
. blithely about, how you wàlked into a room and had an incred-
1ble urge to -touch an abject & etc. 1f17 She. maintaine that 
the poem and the poetic experienoe do not begin and 'end tliere, 

t 

the,. must probe. deeper. In both poin~ here she 1e argu.ing 
againet the eelf-conscious elament in Tish poetry, the fact - \ 
of the poet being too muoh aware of himself and hie art. Art 
,or eratt, she insiste, ehould not be the subj set of the poem , 
but rather only points of depanure or. the frame" which con-
taine the eubjèot matter. Her fiMl charge aga!llst the· 'l'lah 
poete 1e that she could "actual17 ,write "5 poeme in -5 mi;;t";stt18 

, 
to paral.lel anything so far published in 'rish. In this crit--./ 
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iciem- Ma,cEwen talus part in the east ~coaS1! ant.ipathy that wa~ 
genêrally fe1t towarde the Tish poets st that time' by"most 

. - , 

poets in ~bronto and Montreal: 
;. , -

Railing against Tish continuee in Moment #'7 when Acorn 
- -!:l 

writes in an'editoria1: 

North of the border, in Vancouver, wè have the 
Tishitee who --- at thie stage of the game --
have take~ the Beat philosophy, with ite e~ph~ 

. aeie on creative freedom and imagination, and 
transformed "it into the Most rigid and sterile 
dOgme. you could imag1ne.'They tao remain deaf 
ta Canadian poetry, including what has been 
done in their own locale, and ta mention the, 
Montreal Miracle would no doubt throw the!g1nto 
ealiva-spraying fi~ of doctrinaire rage. 

286 

, ~ 

While deploring the worle of the ~ poete, Acorn praisee thè~'), 
pO,ets of 'Rhat he terme "the Montreal Miracle" and sees i1; 
as eomething continuing on iuto the 1960's: 

In an Englieh emall town buried in a French 
city, with an undigested mixture'of national 
o;i~s and a truncated c1ses structure. 'a 
~~i-independent poetic tradition has origin-

~ated and rev1vified itsel! in each generation. 
~.J.M. 'Smith and Prank Scott kicked' off the 

. bal1 tort y years and more ago. It.M. Klein 
carried it on. Layton and Du.dek in the fifti,es. 
Purdy and ACd~ got their essentia1 training 
there. . ~ 

It ied't end~ng today. Henry MOBcovitch Beeme 
) most times like à\Caricature of a Montreal poet, 

but has produced work of value. Leonard Cohen 
• • .jDd todar "hen new poete spring ta 1ife 
everywhere, Avi Boxer, Gertrude K~tz; Stanl.ey 
Ne,ster, are Only three among the names we migl)t 
mention. The tradition has maintaineA its iden-
titre !l!he A:cademic reaction of\the forties and 
early fifties never had an impact in Montreal 
--- or if it d~~ the nibble 'Ras sa $light 1t 
has been forgotten. The muoh more vital Beat 
movement bae had 1ittle effect. Two character-
18t1es distin~ieh the Montreal p~etry from al1 
that hae come and gone: (1) 1t doesn't think 
the square wor1d.can be abolished by ignoring 
it; it remaina in~tP~ midst, socially conscious, 
8001a111 critica1; unlike '1SB it doesn't re- / 
duce poetry to a contracepti!8 p1aything: '(2) 
~ poets leam their tradei _ 
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,What Acorn fïnd~ of value in the Montreal line ~f poetry 1s 
that it ia 80cia11y èngaged and ie·well-crafted. ïnstead of 

, . 
engag1ng in empty aesthetic1sm: 1 t 18 eomm1 tted to botJl art 

... '1'1 t 

,and lite. 
'In thie edito,ial Aooru goes on to diseuss the work of \ 

Montreal pbet K. V. l{ertz, whose work 1e teatured "in th1s 
issue of Moment. .A.com sees Hertz as oontinuing in the Montreal 
tradition of writ1ng poetry that ie involved in the world 'and 

shows a concern for craft. In oloeing Aeorn notes: 
> / 

One th1ng 1e certain. Despite a11 the dog
matie TISH talk about 'e~mmitment to voice' 
(What an abysmal degradat1~n of that good old 
word 'commitment') their examples fade, like a 
eord1d dew, before the work of ~ poet ,who ie 
genuinely eommitted ••• To vOLee and to far 
more than voiee. 21 . 

T~e polemics here run hot and heavy in acclaiming sample~ of 
poetry that, twenty years lster, haJe paled.into insignifi
oanee. Much of t~e poetry in ~ has faded, and so have the . 
poems of K. V.' Hertz that ~eorn presented'. 'l!he aesthetic de-
bate, however, h~s not passed away, and it has,- in tact" 

'come ta represent, the opposing views of the New Delta and ~ . , . 
Vehicule groupe in Montreal of the 1970·s. A~ the same time, 
Kcorn'e and Purdy'e poetry, contrasted with that of the Tish 

( -
deseèndents, have come to repreeent two OPPo~te poles of 

\ ~ 
Canadian poetry on thé national level. !hus e Bee how cen- > 

\ l' " 

tral aeethetic concerne at times transcend t e limitations 
of a poet's or an entire group's early work. oment, in its 
demand for enga~emen~, a poetry involved with the wor1d, and 
a poetry consoious of eraft, foreshadows Purdy, A~ornt and 
MaeEwen's mature work, just-as the early work °in Tish fore-

'.. . --
shadows th~ later poetry of Devey, ~owering, and Wah. 

kcorn, living in Toronto, could beg1n ta judge the 
"Montreal Miracle" from a distance. In the meanwhi1e, the 
young Montreal poete themeelves were setting to work. Along 
wi th Seymour Ma,ne and Leonard A:ngel, K. V. Hertz started the 

. ;aimeographed" magazine Oataraet in the spring of 1962. If 
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Lay ton had an effect on Purdy and Acorn hie influenoe WBS 

even·more apparent, on these three young po~ts.'---A~~Purdy . ".,.,'" "'--~ 
notes: 

Shortly'after aesuming the profeseorship 
at Sir George Williams, Irving didnft mere\1 
have followers hanging on his words raptly-
he had dieoiples~ Among these ~ere'Leonard 
Angel, K.V. Hertz, Henry Moscovitch and 
several others. Moecovitch was probably the 
Most ardent in hie admiration of the master, 
aping Layton's own prediLection for Nietzche, 
imitating Layton's poem with the tone and 
content o:.f his own, and evel) sltghtly re
sembling Layton physically.22 

In ~aming 'their magazine,' Hertf: Ma~~, and Angel ,followed 
Layton in his a~iration for D~renee. A key pae~age 
from Lawrence 1s quoted: 

Know thyself, and that thoü art mortal. 
But know thyself, denying that thou art,mortal:. 
a rainbow of love and hate 
a wind that blows back and forth 
a crea>ture of conflic;t 'like a catar~ot: " 
know thyself, in denial of aIl these. l things. 23 

Cata~ot began as a rather small unpretentious mimeo
graphed pamphlet stapled across the middle. Par issues #2 

• • 

and #3 it went into a larger format stapled at thé side. Its 
general focus was the younger poete of Mont'real. Poeme by 
Henry Moecovitch, Milton Acorn, Sidney Aster, K.V. Hertz, 
Leonard Angel, Charles ~iee, Seymour Mâyne, Avi Boxer, Stan
ley Nester, MalC01~'Miller" Bryan McCarthy, ~lan Pearso~, 
"and Irving Layton a~appeared within.its pages. The Laytpn 
manner is abnnàanl1y eVi~ent in the work of the younger poets; 
to cite a.n'example, this séotion from Leonard Angel's "Winter 
Poem~ will do for many others: 

"--. 
Let illness stink in Heine's grave 
Where the poet's ghost n~w rots: 

,,- -It's "inter! " 
'~;~ Brilliant s~ed· ie icing miasmic air, 

And the spit off a gOd's cursing tongue 
Destroys the suspended dust of decaying bones. 24 

Layto~,himself is also much in evidence, in his contribution 
, \ 
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of poems to the second and'third issues and more loudly in 
his "Open Letter to Lodis Dudek in catarac~. The feud 
that> 'had d~velope~ b~tween La,..ton and Dude here flares, up' 
in high rhetorical è~yle. In defense of h B own Ilterary 
rep~tation, a~~efense of a number of yo~er poets whom 
Dtldek had.described as wOrking out of "a state of ,mind ' ,.1 

fundameptallY disturbed, and bordering on the deep1y neurotic, 
-or 'l'orse, .. 25' Layton 'launéhes into ~ unpara11eled attack on 
Dudek as man and ~oetJ In this "open letter" Lay ton accuses 
Dudek of be1ng, among other things, "a dying plfet, ",26 "an 

. over-timorous professor of English Li terature, ,,27 "a flUnkey 
of th,e bourgeois',"28 ~d "the Canadia~ babbitt."2~ Lay ton 
goes on to dea1are Dudek "a squid cleverly eovering up your 

o , 

movements bl" squirting inlc a11 over the place and damning and 
praising the same people, sinee you'va no standards really, 
no -criteria, lacking the elarity to invent or t~e courage to 

, stick b.l,t thai' ~,30 and' "an 'aXhausted poet fa~len among pedants, 
with aIl tha fires gone out; a battered empty container whom 
the mocking gOds have thrown on the Blag heaps of Iitera
ture."3l,In standard Laytoniàn style, Layton harangues Dudek: 
"Your 'theories' are reaJ.ly the flimsiest rationalizatio~s,. 

~ p~orly dieguised ~ieties, the pugnacitiesof impotence.~32 
Virile and ~isty ta the last, Lay ton accuses ptldek of be
co~ing a valued member of the Establishment, for having sold 
out to eomfort and a hfgh standard of living. In publishing 

1 

Laytan's di~tribe, one ean Only assume that the editors of 
C'ataraet endorsed Layton"s views; at the very least, they 
were interested in,controversy. 

289 

Though the edïtore may have been antici~ating an outraged 
reply from Dudek, they received none, and'what,they did re
ceiva.w8s'a rather ev.an-tempered letter tram George Ellen- ~ 
bogen accueing Layton'Of p~ttinese and half-jestingly sug- ' 
gesting that perhaps Layton had one foot in the grave,J- e1se~ 
why all th1s pettiness and disputing of personalities. Lay-
tonts reply beg1ns "You puzzle me1 how doeè one answer a 
b1eat?"33 and goes~on to rem1nd Ellenbogen that Layton wes 

, . -----_.---===:::::::.::: 
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defending poete 1ike E11enbogén againet.Dudek's ~la~ tha~" 
J " 

they ha~ disturb,ed minds, ;were deep1y neurq..tic and were pei'-
versely e~ibitionlstic. Both 1etter~ are ~ritt,n w;th an 

, àggressive self':'sssertiveness that seems strange and curious 
twenty ye~rs aft'er. 'ThJ abi.1ity to slug it out 'tn a fist-> 

\ , , " ' <:l 

fight'and hang around pool halls seemed to b~ the model of' 
" . 

both Ellenbogen's and Layton,tls poetio mannerism at ,that t~1ne., 

In addition to endorsing Layton's views. ànd vopinions,· 
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" 
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the edi tors of Cataract exercised their own voices. ,The tiret . 
occasion was-' in their editorial, in the S'econd issue, in whicw. 
they disputed the qovernor General's Award being awarded that 
year to poet Robert, F1nch. Their views are cut.ting a~d c'lear: 

Reading over Acis In Oxford br Robert Pinch, 
this ,year' s ,selectl.onfor the Governor Gener
al's Award, 'we' ohallenge the selection commit
tee to point out to us a single poem in it. As 
a matter of fact, we find it impossible to , 
imagine why the book ~ight have been chQsen at 
a1l, uniese, of couree, we remember'the age, 

~of the selection committee. Perha~s professors~ 
'rra, Danie1.1s and Bai1ey, al1 well over sixt y . 

e . theD1sél~es., wanted to bestow a favor on one of ;: 
tb.eir fellow sexagenari-ans -- a gesture which ' 
we find Most touch1ng, and one, to be sure, , 
offering so much encouragement to all old maidse 

and fra~l academics ••• We wouldn't dream of . 
spoil.ing so'swe~t a gesture except that un
fortuna1oely ther, ha.~pened to . be a nwnber of 
genuine books of poetry pub1ished in 1961 and 
to which the award rightfu11y belonged: in 
parttcular, Leonard Oohen's slice-Box ot Eartli. 

, This (collection MS b,een wide y praiseaand 
containe4

a soli~ core of exceptionally moving 
lyrics.J , o', 

No~ on1y do the Cataract editors kno~ what th9y'don't like, . 
they a1so know what they do like. Their cry is for poetry 

, . ' 
th~t is-new and fre~h with\life, as opposed to conventiona1 
award1ng of personal favors. They demand reèognitton of 
vital poetry whi1e, it ie st~ll vital; a1so we note that these , -
edi tors ·are promoting B Montreal oontemporary, a poet of, 
their own locality. 

In its tous1ing with the PQetic antagonisms of the east 
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coast, Cataract endorsed Layt~~ and Cohen,_ while oondemning,\ 
in one ins~anoe, ,Dudek, and, lh another? what they saw as 
the academie literary establishment. Pqrdy's assessment of 

J 

the Cataract orowd as disciples of Layton 1sn't too far off 
, 1 

the mark; we can see them placlDg their faith and belief ih . . 
~he master and in their own mission. But in ~othe~'editorial 
statement, Henry Moscovitch's r~view-of Frank Davey's D~Day 
,and After, the edltors go afteJ;~ the dista~t ~ noire: ~ 
and the Black Mountain poetics (Mosoovitoh, as of this issue, 
is aontl"i buting adi tor) • i~, "" 

MOBcovitch's review of navey'e book doe;n~t mince words: 

In reviewing D-~y and Jtfter or any such 
book' i t ls Dlost portant :So avold the- temp-

.tation of using a sledge-hammer'to kill an 
ant. ~or to point out ta Davey et al., that by 
all standards of excellent poe~ry whether 
Greek, Latin, French, English, German, or . 
what not, such work'is not poetry at al~ but 
du]"1 driy~l, lliekingjn~fieAnt-.experi..enee,--.
in passion, intensity and skillful language, 
originaltty of imagination, penetrating and 
complex self-awareness and ab ove all, any 
precision or'organic sense where each part 
,cont~butes to the whole--can be qui te point
less, if not m1sleading. Since the 1mpreesion~ 
must not,be mistakenly gained that even back
.handedly -- by eomparison with any genuine 
poet -- thia book might have some impact or 
force. Rather it is onlyas a spec1men'ex-
ample of mediocrity, of what kind of product 
a medigcre mind, imaginat.:j,,-pn, 'and sensibility, 
1e capable of

3
aehievtng , that this book ie of 

any interest. 51 , 

glthough Mosco~tch wants to avoid using na ~le~ge-hamme* ta , 

kill ·an ant" he uses up lbrea legal-si'zad pages, s,ingle-
spaced. to belabor. the pO:lp.t "that he considere Davey to have 
ur.. 0. _ "\ 

l "ri tten an atrocious ,book. Repeated1y h~ deplores "the pre-
pO~derance ~~ proffssorial b~ab,"3' the tendency to present 
more theory th~ poet~, the fact ~hat the theory, once de- . 
eocied, pro';es to b-e &ither "the mO,st banal and convent1onâI 
~f commonplues or ~thenise ~~ eithèr Go pieayuné, so~icky-, 
"iCky, or downri~ht absurd to desérve nothing -better th~a". 
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shrug."~7 He clai~s that the poetry le "stale, conventional, 
prosy and ~ on the who!e, trite, and ,timid wo'rlt. "..38 Bi' 'a c"lose 

. . 

292' 

analysie of the poems he claims td prove these points; tbrough-
, ( ri' 

out he insiste upon the tri teness and mediocri ty of 1 ~h&. work. 
In iaytonian fashj.on he' aUlns up b..ie argument' as fol~owe: ' 

Th~s'poetry ie marginal. It ie the poet~ of 
the li ttle man, the average man -- unint,nse 
prosy, inarticulate.-- d~l ln every sen~e o} 
the word -- i.e.,.not'e not poetry. This sort 
of stuf'f under a different set of theories: 

académie' refere~ce sllgh~ly better language, ,t '. 
a few mythe thrown~perhape, mixed with 

tinde 'its real Champ among professors, 
tired old poete, and that matter, mediocri-
t1es -of all~ kinds -- whether Dudek lately, ,or 
Northrop Prye with hie stupidlties on the re-, 
lation between poet and scholarehip, Colombo, 
C.,P. Snow, or for that matter, any ot, the . 
broken-backed whiners in the small magaz~nes ••• 
l10r these are ail types wi th the same smel1 '" 
underneath, whether it'e aestheticism, lncl
dentaltem, scholastlcism, hysterics, or non
concern ,-- it's onlY rationalizatio~ for the 
seme stinHi -- mediocrity and impotence. The, 
lncapacity to \'frite passiona~e and livingly " 
relevant poems, and the lack of anythlng toi 
s~.~ . \ 

~, 

1«osoovitc"h sees Davey's· work as a kind of anti-poetry, and' 
Do; 

what is more, potentia11y part of the ne~ aeademy. In con-,. 

.P :trast to this he offers his view of what the poet should, do: 

'rhe true. poet ."ill speak up wi th al1 the dig-
ni ty, power, feroei ty, emot,ion and mind he 
can muster -- ln short combine and embraca all 
the antinomies. Unlike èo Many of our present 
day gul1 t etrieken intellectuals', -he w1.11 do 
,what poets have always done. Express l'earlessl 
and with a11 the pofter, intensity, and range he 
can muster the most varied emotions and e~er- '\ 
iential'truths of man, taklng tools fram every', 
diSCipline, by profound ~xperience and,imaglna
tion., and using to advantage every' techniea.1 
or other innovation. -- -In € word, ta couvey, 
wlth ~he utmost passion and control th. eorè 
of his Vision; his own celebration of.experience 
and illuminatio-ns into 1 t. Every-thing alse is, 
as Baudelaire put it, mer4ly mort~l, and con-, 

<1 demned to death.40 
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\ 
In contraat to the poet as average man, which ie "here ~co-
vitch places Davey-, Moacov1tch ta poet ia the excePtio~l, ----'"""-~ ... . 
superio~man who 1s aple to tr1umph over death and mortality 

1Jy virtue of his vis10n and his,craft. This echoee Layton's 
eelt-concern and his image Qt the poet. We see here the 
~arked contrast of the Black Mountai~ V1ew~ the poet as 
medium and the Laytonian vie~ O~ the poet as prophet and 
cra~m~n. Judging Davey's- work by,the latter criteria, 1t 
1e more than lèasy for Moscovitch to find ~he work lacking, in 
that these two writers do not share the same 'aestheti~ princi
ples •• oscovi~ch'condemns Davey~s poems, but he more emphatic
a11y condemns the B1~ck Mountain aeathe'tic which Davey has 
taken upon haselt and for which he. ia the spokesman. 

We CM see Catàract then making a strong effort ta pre
serve and promote the principles behind the ,"Montreal Miracle",' 
that is, a poetr,y that le perceptive and engaged w~th.the . 
wor1~and which places strong emphasis upon craf~. The sénse 

'P ot craft here- means the poet,'a ability to. uae language, to 0 

produoe an individusl voicing through the uae of poetic re
'sources. The enemies, as seen by the editors of Cataract, are . - \ 

the impotent academic versifiers and the puffing, asthmatic 
1 , ' 

llih-i tes. This aggreasive stance is erident· thrOughout l

, 
the 

'magazine; but unfortunatell", the ~work produced br these ,poete 
does not serve to eustain their arguments. Hert~. Angel" and . ' 

Mos'covi tch have al1 passed into obscuri ty, ha.ving ma.de no 
\ 

poetic mark that might 18st berond the time of their youthful 
1 

enth\lsiasm. '1 

A year ~d a ha~f later Cataract was Buperseded bl" Cata-
pult., a m~gazine edited by Harvey Mayne and Seymour Mayne. 

1 

M1meographed l1ke Cataract, the first oover announced "Cata
pult Bumps Off Cataract ft

; inside theomagazine the tiret ed~ 
i toria1 'read: 

/ 

This 1s the Cataract Memorial Issue .. Kad
d1sh will be.said for the deceased Cataract 
on Sunday, April126, 1964 (C.E~) at Beaver 
Lake, Montreal. , 

1 • 

,( 

1 
J 

, 
, 1 

l 

- \ 

! 

1 

i 



\ ' 

294 

J 

t ' , 

Cataract had lasted for three issuës'and had carried some 
~ Cl ~ ... 

c~out, i~ had made some 'Raves; Catapult was to last f...or \WO -
rather less controversia1_but fairly.lively issues. W~thin 
C'atapult 's pages appe'ared poems by Ch~rles Sise, stSJiliey 

~ • t' 

Nester, Milton ~corn, Ma1colm Miller, Leonard ~.l,. Stev~ 
Smith, Avi Boxer, nden Nowlan, John Glassco, IrVing Layton," 

• 0 • -
Ralph Gustafson, Earle B1rney, and Leona.rd CoHen. In t4e· 

, '. 
s~condissue Catapu1t "literary awards·· "ere '8~ven:' one 'to . 
Laytoh for his book of poetry Balls,!2! ~ 2!!! &rme,d Jua;ler, 
and one to Cohen, the "Rookie prose award," for hie novel' 

, . 
~e lavorite Gama. Layton and, crohen were the shining '1ight,$ - -- ~ . 
of the Oatapult editora and the poets who gathered ~round . . . 
them.· OUtside of the granting of awardè; no hard-eaged . 
1 • 
editoriale or reviewB were put forward, and $h8' maga~ine en-. / ' 
'joye4 a rather calDl and. peaceful existence ..... - . 

fhe magazines o~ this period were rounded o~t br David , . 
Rosanfield's rather unremarkable one-shot number ~ BloodY 
Horse, and a~so a series of single sheet brà~dsid. poems.that ' 
Stuart Gilman and Seymour Mayne brought -out at McGill Uni-
versity under the periodical heading !!!! Page; thes,a poems 
were for the most pârt by McGill students, although there was 
also a "faculty series" which ran for onlr two poems, one of 

, -
these a piece by Louis Dudek. With time the high-energy l~vel 
of the early s1xties waned. ~rdy and Acorn bOth left.Montreal 
in the ear11 1960' s,, Seymour Mayné moved to Vancouver in the 
mid-sixties where he became involved with Patrick Lane and 
bill bissett in starting Very Stone House Press, Moscovitèh 
suffered a nervous breakdown~ Steve Smith died an early tragic 
death, Hertz began to turn his attention to ~se, and Most , 
of < the others (Angel, Nester, S'lse, Mi~ler) simply stopped . 
wri ting. In the mlddle sixtiea Montreal went into a brief 
, ' 

lUIl, and it wou~d také a bahd bf new young poete to bring 
i t out of ihis slump in the seventies. 

X new and somewhat reconstituted Montreal-~t;ng com
muni ty did begin to reven i tself' in the pagea of, _ym~nd 

1raser'e and LeRoy JODnson's Intercourse, a ma~ine 
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which l?age.n publication in the early spring of 1966, and Wâa 

to appear for a total run" of a1:x:teen it8ues up ta the summer 

of 1971. Intercourse,' sûbt1t1~d "Conte po~l"1' O~dian Wr1ting" 
and "Oanada' s literary e1ghthlY'," ms !produo\~)n a miJJleo
graphed ,format in: a sma1l Pamph1et Bize, theNl'om issue #8 
on in a quarto sizs~ 

[~ 

Unl~ke the earl.ier, more,' strid,nt publications, Inter- ~ 

course from the start had an eas~-going air of fun and caeual- . 
/ . ' 

nass. ~ll:~ initial edi"torial begins: , 

The idea of INTERCOURSE "as first cone ei ved 
in 1936, but ita imp1ementatior} "as interrupted 
by the Oivit \far -in Spain-. : .42 , 

" -
~ ' ... --

It tben goeB on to spin ou1i a tal.e of tO,wel"ing{ nonsttnse. In ' 
a co1umn "'lhs Second Editor S'peaks," LeRoy Jo~on notes that 
" ••• Intercourse ,,11.1 symbolize the struggle between sanity 
and insani ty and who am l ta Bay "pose: "43 In the :tirst issue 
the ~ditors donlt make mueh of their provocative magazine 

\ 

tit1e, but in the editôrial of t~e second issue, which tells 
us how the f~rst issue fared in the marketplace, Raymond 

'. Fraser has soma fun e.t the expense of libraries and l:1.brarians: 

," 

We 've become suspicious that a lot' of 11-
braries ha.ve unc~ean minds. Wlth the exce'P
tion of the University of W,estern Ontario 

"they haven't subscl'ibed to INTERCOURSE, 
despi te reports show1ng they subscribe to, 
a11 other Cana,dian li terary magazines, and 
some foreign onee. 

All.ow me to say a fe.." words about the word 
"intercourse". ' 

There are mMy'kinds of intercourse: soc:i,al 
intercourse, politièal intercourse, inte1lectual 
intercourse, artistic intercourse, r1!l1giousw' 
intercours,e, verbal intercourse, sexual inter
course,' and so on. It 1e to be assumed that a: 
sociologist, UpOD seeing the word, wOuld think 
of the tirst meaning; a politicien, lhe second; 
an intelleetual, the third; an art1st, the , 
tourth; a re11gious pers on, the fifth', eomepne 

,w1th verbe on hie mind, ,the~eixth; some'one 
with sex on his mind, the seventh. ••. \ 

That is why 'Re are worl"1ed about Oe.nadisn 
I1braries, and the peop1e. who ·staff them. 4'4 
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rt, ie in the prose matter ra~her ~han the po'etry that 
we 1'1nd the 1ndomitable spirit' of Interiouree at. \York. In-

o \.,."." 

,stead of haranguing the reader about the importance.,- ot 1 

" .' ' CI ' ~ particular schools'o~ poet1c thought,·the editortals in 
• 

Intercourse speak of sexual .encoùnters between women miss1ng 
a - , 

limbe, me~ wi th ~ncurable caeès of aenef or t4e a~ of 
co11ecting uneinploymen1ï insurance or stocking a paritl'1., 
Though the humour tends sometimes' to fali. o~ the si'Clely
aide, the genèral atmosphere ie one 'oi h~ppy 1rrev.ere)lce and 
irre.levance. W1th issue HS"the ed1tore began a pin-up sec
tion ded1cated to "Mies Intercourse. fI !his "ae represented 

, 1 _ \ • 

- -D,.-a--tij:ther h~rr1d looking drawing of whR"t, one woul-d guese, 
,was supposed to be a being of the temale' gender. In the 
firet issue we find a satiric ~reatment of Layton, ~1;' 
Souster, and ~owlan, parody: poeJ;lls thé.t appear under the 
names BUck Layton, Charlie Souster, Art' Purdy and Jack Ndw-
lan. 

In many respects the poetr,y selection in Intercourse 
i 

1e eclectiè, repre,senting poets of venous schools, so tha .... . " ' 

in the tirst issue we find poems by Seymour Mayne, Elizabeth 
Brewster, LeRot Johnson., Fred Cogs"ell, George Bowering, 

j • 

Raymond graser and,others. ~raser, coming to Montrea~ trom , . 
~ thè mari timee, tended to seek out poets trom down east in 
addi tion to tl!ose wri t!ng in Montreal. There ie no hard 

core group here', th0'Jgh we. note ,the re,peated ·appearances of 
Cogswell, Brewster, Nowlan, t>urd1 and Layton. !he magazine 

... ' . 
a1so presented Leonard Cohen, Raymo~d Sous~er, Eugen. Mc-
Naman, 1'1 P1ttman, GregoI7 (took,- Bob 'Plianagan, Len Gasparini, 
Barry McKinnon, Lou~s Cormier-~ C .H. Gervais, J'osepn Sherman, 
Philip Desjardins, Marc Plourde, and Tim. Inkster w1thin 1te 
pages. " 

By and large, the 'rul'ing adi to~ ot" the' ~p:a~1ne was , 
Raymond l'raser. lie ed! ted the tirst three issu~s in collab-:-

, " \ \ 

orationot w1:th LeRoy ~ohnl!l~n. Issues, 414· and #7 'were ,e4ited by 

.tl P1ttman, but· P~ser hasalt edited the fitth and sixth ' - ,,. \ ,. ; 

,iSSU~8. Yf:t.th issue f8 ,!e see the magazine changé 1ts ,format 
t~ a larger's1ze; 1t 18 DOW edited jointly'br Praser and 
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Pi ttman. ~e adi 'toria1 in -this ~sàue ~t es: 
;.!. / ' ... 

C-omradesJ INTERCOURSE /118s -now brought out 
a full. year ot 1ssue~';- eight -- a1tho~ 
1t ,took two and a ,haj,f years to do 1t.45 

'il /, .. 

Ka "e have seen t tb4-s le the fate of man': li tt1e magazines; 
lt8 edit ors start "ith the intention of brinilng out, a 
regular périodical, 1 but "i th the rush of time, with finan--. / 

clal headaches, '"and changes of ed~ torsb1p, the magazine sl.lps 
~ in'tio an 1rregular BChedule of appearance. 

~ 

w~'t~ue #9, Praser w~s back at the helm as sole . 
,dito~, publis~ing solo until'1ssue ,#13; then for the double 

~ - , 

_ #,ssuèt"12/13 Jo)'lnson and Pi ttman are again listed as eon-
J" 

. / ~tri.buting edi tors ~ Issue #14, however" ls edi ted by acting 
/ editor Louis Oormier, a young poet, like Fraser, ju~t come-
\ from the Marit·imes. Oormier's editor~hip seems to ~v:e stuck, 
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" 

'1' however, for,he edited 'the magazine's last issue, 115/16 . t' 
(Spring/Summer 1971) and he radically ~hanged i te direction~ "'~" \ 
In his ed~"torial for this issue, Cormier diseusses his associa-

..-./ w • 
~~ tion w1 th the 'Zen Meditation' Center of Montreal. and announces 

( 

, 
his 1ntenti~n of entering the ·sect. In taot, Oormièr's {uture 
efforts were to be merged wi'th those of the Zen Cen"ter's 
publication Sunyata. , . ' ,~ 

The last issue of Intercourse presented poems by C .H. , 
GervaiS, Ritohie OarBon~ David Fennario, Marc P1ourde, Philip 

,'Desjardins, Brenda l'leet, !i.m Inkster, Louie Cormier and 
Tyndale Martin (then head of the Zen Center). Much of' the 
po.etry 100nt8ined in this is~ue is of' an inspi'rational an~ 
devotional nti~re; "tth, lfnlCh ~ilcu in evidenëe. The initial 

- \';') , 
po~tic (or other) intercourse ha~now tra~sformed it$elf into 
rel1gious intercoUl"!Je." Eclec't'ic and nippant throughout the 

thirteen issues o~ Praser's influence, the magazine under 
Cormier's edit~TShip became sober and in fact somewhat - . . 
evans_lical. . , 

The ultim.ate importanoe of Intercourse lies in i te role 
as a center of act1vity during' a somewhat dull period. S'ince 
it did not .t:rtfer any ~ew pOe1iic perspe~ves it" remainé a 

, ... 
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_~ln. of limited importlUlC o •. ~ther .. 1. )lIlethill/l lib ..... 
ating in the tone· ana. apiri t in which the magazine was, put 
forward and i t doee look ahead in some wsys to lster magazine 
activity in ~ontreal. " 

None of the other magazines of this late sixties or 
1 1 
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ear~y aeventies_ period q~ite have Intercouree's vitaJ.ity, and 
they tend to be 'the kind of ephemera,l, ineffectua1 ma.gazines !~~ 

1 

that vanish in a time of literary'inactivity, perhaps for )' 
lack 'of clear definition or"purpose." fide -was edited by 

\ -
Phi~ip Desjardins and Normand Gagnon for seven 1~aues, from 
October 1968 until 1971.. In the magazine's opening editorial 
Des jardins and Gagnon argue: 

o -... 
There cB:!1 never be too great a surplus of 

"little magazines". They· serve one cryi~ 
need for the new wri,ter - exposqre, the . 
ioni tiaJ. opportuni ty to be read. 46 _ . 

por theÎpoets of th!s period the magazine 'sle:rved as a useful 
place to puflish. RaymÇ>nd Fraser, Louis Co.tmier, Al Pittman, 
Marc Plourde, J~~ Hannan, and D~sjardins a11 appeared in 

~ts pages. . 

In ~une of 1971, the ft.rst issue of Leonard Ruseo'e 
Jaw Breaker appeared,. highlighted by a stlr.ong opening edi--torial: 

- 1 \ 

In this firet issue of JAW BREAKER, readers 
may be surprised not to find the Bo-called 
"first-issue edit~rial" -- the h~raldic one 
that damne the old,. applauds the pOBsibilities 
of the new, ~d te1.ls us "hat we are about 
to witnese. Needless to say, many were drawn 
up (and later found their ",ay irito the waste
paper basket). Editorials that herald "modern" 
I1terature a.re, at' the present time, anachron
ous. 'l~ey are ne1thex: required nor wu. we 
need. "Modern" literature has arrived. Un
tortunately, it is no meesiah. It 1e an ag-

, gregate, and only'the best can save us. Now 
is th~ time, th"eref'or,e, to cull the good trom 
the bad, the inspiring trom the insouciant. 
rt ie the time to b" in the worde of Ezra 
Pound,' "anti-skunk:, ft regardlees of whether 
the animal ie "modern" or aged, experimental 
or established, unknown or ce1ebrated. 47 
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Russo oontriveé- a ,strong editorial in datense ot the eclectic 
~~roa,h'., J3y int~rming' -the x:~a.der "that' mode~ li teratur" bas 

arrlWd, he marks a poiht that le worth noting; after a f1tty
year war on beha1f' of modern literature, "thia new 1iterature . 
'has at 1aet estab~ish~d i tself. In ~ Breaker, JRusso int~nded 

ta be eo1ect10a111' "anti-sIctuik'·, mere11 ott:nt.ngi the good 
, \ 

-:from the bad in the modern vernaoular. ' 
ne contents of!!!! Breaker may be desoribed as rather 

restrictive rather than open and far-reaohing. The ~irst 
-is8~e containe an introduction to and selection/from Glen 
Siebrasse' s poetry-, a short 's1;o17 bl" Russo, and reviews of 
books by Eldon ,Grier, Stephèn Scobie, and DO~ Barbour, all 

books published br the Montreal Delta Canada Press. In the 
1 

second issue Buseo presents the work of Daryl Hine 'and 9ffers 
two .poems by Marilyn Grace Julian, as weIl as feedbaok and 

correspondence about the magazine's first issue. The tbird 
issue (Fébruary, 1972) has a long article ?n black poe"t~ 

. \-

bye Russo, and three loems br Montrealer Sharon-Lee Smith. 
_ - b 

Though ' showing 'some signs of discrimination., the magazine' 
~ . 

didn't have much-v1tal energy-, and it ceasep publication 
af~er three issues. 

III K. V. Hertz' el and Seymour Mayne t s Ingluvin we wi tness 
a brie:! r'enaissance of the earl,. sixties movement. Ingluvin 
appeared between 1970 and 1971, pr.oducing only two issues. 
Sporting a printed f:ormat, thefirst issue f eatured prose 
bye l. V. Hertz and John G1assoo and poetry by Raymond Fraser, 

Harvey MSY'lle, Seymour Mayne and Peter Huse .• Reca11ing the 
editoria1 in Cataract protesting Robert Finch'e Govemor-Gen
eral'la Award, we find an editorial in this issue of Ingluvin 
protesting 'that the award was not 'given to Milton Acom: for 

\ '1969. La~ ~co_~~independen~e and genuine gifts' as a 

poet, the_ editors go on ta" criticize the literary environment 
in which suoh an omission, is possible: 

The taot that -Milton Acorn was den1ed this 
award may be symptomatio of what 1s happen
ing generally in poetry in danada. Increas-' 

\ 
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ing preoccupation with American styles and 
eonc.erns, and neglect of the .QMl:aà5n tradi
tion are obtuscating our past. Sinee the 
'thirties1 such figures as Scott, Birney, 
Livesay, Klein, Layton, Souste~, Page, Dudek 
and Purdy have crested a Canadian idiom-a, 
sourcè 'f'rom which younger Canadian poete 
could torge the1r own language and locus. 
Now, we have Americans heading our Eng1ish 
departments, edi tlng our li terary magazines, 
anthalogiz.ing our ;young poeta, and even pas-
81118 judgement on the exce~lenQe of our om 
poeta for our nat.ional awards. 4~ 

Apart tram. the ant~-Americanism in this edi torisl,' we have 
her,' a detense of the Canadian tradi tio~ssentiallT the 
trad! tion of social. realisni: The d1fferenc e between the . - \ 
Montreal poets and the Tish p f the west coast Iies in 

/~.the' fa.ct that the young -;;;treal e' strOngl, 'aware 
that there, does exist a poetic tradition in this count'ry, and 
that this tradition offers a étrong source for poete who 
would desire to wri te poetry in Canada. 'Dhe Tlsh" tendency 
sa far had been ta discount the work of... th'eir Canad1an pre-
decessors and to look toward their American Black Mowntain 
modele. The ~969: Govemor-General "s Awaz:d brought this con-

,t11ot ta a hescl, in that many felt that·Acorn deserved to 
win ,the prize. It went, 1nstead, to George Bowering and to 
Acorn' s former wi!e -Gwendolyn MacEwen as a join,t award.. Mac
hen'a hall of the prize was quiCkly obscured, and the issue 
became one of a. poet influenced by the Oanadian tradi tian 
belng overlooked in favor of a west cO,ast poet who had been 

• 
colonized by ~erican'inf1uence • . 

'rhe second issue ,ot Ingluvin, ,in the spring- of 1971 t 
presented an intereating croas-section of W'ork. A'part from 
an ,article on Canad..ian universities 'bl' Robin Mathews, and a 

; \ 

s'torr by Leonard Cohen, the issue included p-oemS by B~an 
McCarthy, JOhn Glassco, Seym~ur Mayne. S-ylvia Barnard, Irving 
Layton, Alan Pearson, Gail Fox, Marqui ta Creviar, Bnd Tom 
l'farsha11. Here we see the early sixties movement of Mbntreal 

• 1 <# ~ 

beginning' ta show some life again after ten years. untortu-
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nately the magazine foldtd mth th!s issue. The sixties 
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movement in Montreal, for aJ.1 hopes and high purposes, now 
,/ 

faded ou1i of view. 
\ 

The last two magazines of this period that are worth 
some men1iion are Moongoose and !a! Golden Dog. Moongoose 
appeared .in the ear1y 1970' s, sdi ted by Ralph Alfonso and 
ROD Morrissette. Its format was a brown ,9 x 12 inch -enveJ.ope 
into which were- stuffed individual mimeographed sheets. The 
edi tors stated the purpoee of the magazine thus: 

\ , 
This magaziJl.e ie dedicated to proving to a11 
that Canad!ian 1iterature ie. good, enjoyable, 
mov1ng and worthy of the time and effort em
p10yed by both writer and reader. MOONGOOSE 
ie ~edicated to Montreal and t'o printing 
the worka of ita poete, wri tere, and artiste. 
MOONGOOSE is dedicateêf to bringing our readers 
good reading and writing.49 -

In i ta dedication to :the work of Montre~l~ tera, Moongoo~e 
~oreshadows the more strict1y CODmmnity-m~nd~r mag.zines that 
were to come, md which were then juet start nrg to assert 
themeelves. The edi torial focus 'of Mao 0 e "as never very 
stro~g, and therefore} the mag~zine fa~ to produce much 

, \-

excitement or momentum. x.é .,ith !ride and Jaw Breaker l'le can - - .) 
see thie magazine a~ving some value in fi1J.ing the rela-
tive void of that time. ,~-

(' f. ~ _ 

~ chien -4' or/~he golden ~,/ edi ted by Carlo Fonda "1 

- and Miohae1 Gnaroweki, and subti tled "wri ting today," made 
ite first appearance in January of 1972. n~s first issu.e .. 
featured"'poetry by Louis Du.dek, an interview wtth Irv'1ng 
'Layton, an article on the po'etry of Leo Kennedy by Lorraine 
McMu.l.len, and an essay, "Educatin& the Critics," .. by Louis 
Du.dek. kt"ter edi ting Yes m~e for fourteen years', Wt -see Gnarowski te interest' pointing to the area of cri tic1sm. 
The magazine 1e, then, eseentially a' ,journal Qi" articles and 

- ~ -' ./ 

, cri ticiem, never reall,. dedicated to presenting ne" creative,' 
work. InterestiP8 to the study o~ the l1tt1e magaZ;i.ne b' t::!S Du.dek-'S "A Letter to the Bditors, ft in issue- #4 
~emb~r. 1974). 111 whloh he d1 ........ ~8B the PO~Slbll~ tr that 
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John Sutber1ànd, in hie pereonal .orientation towards~poetry, 
wae more sympathetic ta Preview 'than he "as ta Pirst State
!!!!!Ù, of' which he was the edi tor.· '.rhe magazine i te e-lf ;pre
sents some cri tical eX])loration but doee li ttle ta f~ 
ne" work that ~ contributesto/â deve10ping poetry. - • 

- What ~a in st~re for .~real ~ow "as a .5ene~'ti~nal \" 
shift. ~hi~ change did'not proce~d neatly "ith the dec11nè , 
of the sixtiee activity; rather, it o~erlapped,with it, so 
that we see, in 1972, the retreat of one generation and the 

302, 

, '" 
firet stirrings of another, almost as a continuOUA process. 
These two generations, however, though sha:ring ~ common city 
and a common pest, operated upon total1y different set,a ~f 
pr.ecepte and, to un~erstand the seventies gene~tion, it 1s 
neceesary ta do a litt1e stock taking. 

!he beginning of th~bntreal poetry'renaissanee of the 
seventies can' poseib1y be }een t~, range back to 1967, aB 
New Wave Canada made i te tiret official entrance_when George 
Bowering and Margaret Atwood took up teaching positions at 
Sir George Williams Uni versi ty. Up ta that time 8\tudents ~ 
seeking to write poetnr in the forum of the ~versity had 

; 

the choiee of Louis Dudek at MoGill or Irving Layton st 
Sir George Williams as ·thelr teaohers and mentors. Atwood 

f taught Vietorian literature, and did a reading 'or two in 
Montreal before shortly moving on; but it was Bowering who 

\ '1 , 

began teaching creativ~ writing c1asses to fiedgling' poete., 
Bowering awakenéd his students to the Dew poaslbilities of' 
pôetry and a180 to the poséibilitiea of a literary community. 
Despi te occ';ional group efforte, t1l;e Montreal poete ot the 

1960'8 tended to be highly ind1vidualistic. perhaps taking 
the!r cue 1"rom Lay ton ~d Cohen, "ho had managed to malte hay 

and mOney by, expl.oiting the'ir own individusl voices. By the 
time' of the aarl,. 1970'1 e, bath had left the ci 1;,. and no 
longer exercised as mach influence through their work. It -

was also whil\e Bowering was present at Sir' George ,Williams 
(1967-1971) that the English department ther. ha1d 1t8 ex
tensive reading seriee (o~ginally instituted by Boy Kiyooka, 
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, ' 

Wynne Francis, Stan HOffman, and Howard Pink, all. faculty 
m~mbers), readings which br~ught in man)" p~~ts from across 

~ 

Cana.da and the United States and exposed the young and as-

/ 

piring Montreal poete to a "ide diversity of P'l,etic techniques. 
In many respecte Montreal. woke up to poetie devel.opments 'other 
tha.n those that were rOQted in Montreal, and s10w1.y this ne" 
poetry came to reflect the recent international trends. 

~, Ir • 

In 1972" two Montreal little magazines significant for 
the new generation of Montreal poetry made their appearance. 
One was Booster & Blast , iasting for two issues; the o"ther 

/ï - ~ 

wasl Anthol .. 1as~ng thr ugl:). four issues. IIi meny ways this - .~ 
ne~ gene~tion of poets was starting tram sc~atch; the pre
~'eding generation had all. but faded âway, so') that there 1f8,S 

no resl establishment in Montféal at the time for these pôets 
to oppose. The first necessity, then, was to establish sur
vival oùtiets, ainee Montreal had long been shuffl.ed out of 

" 
the poetic limelight. ~~e magazin~s that now·d~vel.oped tended 

\ • fi • 

ta be open t'ather than closed to writers with a di:f'ferent 
orientation :t'rom their own. This' did not mean that there were 

(no strong ~isagreements among Montreal poete as' Ito methods 
of compositiont but that the grass ~oots formation of new 
outlets for Montreal po~try took p,recedence ~~er jockeying ~ 
for pr~stige an position. 

\ 

Booster ~ laster 1s something of an enigma as a little 

~ ~a~azine. Al thou it published only ~wo. issues, and the 
( '') quality O~'its poetry was, admittedly, genèrally not very 

, good, 1 t served as an important juncture 1n Montreal poetry, 
and w1 th time t may be seen ~s an important link to the estab
lishment olla 11terary co~ity in Montreal -of 'the 1970'e~ 
~he brain ~hi1d of poet Bryan McCarthy, the firet issue o~ 
the magazine Y/as put out by a worktng commi ttee coneisting 
of McOarthy, 61en Siebrasse, Linda Jewel, Al.an Pearson,' Carol. 

~ -
Lecmer, A'rtie Gold, David Pinson, David Read, and Nancy 

, -, 

S-tegmayer. This was i~uary-~ebruary, ~9?2. The people 
working on the'magazine represent an interesting blend ot 
ol.der poets who ha4 weathered 'the s1xties in Jrto~treal anel 
younger poete just beg1nning to wr1: te and ~ an interest 
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1 
(: 

1 

/ '(/ '! 
in their contemporaries' work. ' I[ / i 

\ In th'e ~irBt issue McCarthy offéred / ~n important edj. toriell 1 

which described tl;Le co'ndi tions under whioh the magazine was ~' 

being put out, and he defined i te purpoae: 1 

During the~Forties. Fifties and Sixties, poets 
in Montreal were in the habit of getting together, 

-
reading each other's work, critioizing it frankly, 
even ruth1essly, and publishing it in looal mags. 
A sense of communi t;r survived until the earlY' 
Slrties. What happeneà after that cannot be eas-

J 
ily summed up. SQme poeta ~eft tO!iD-, Or stopped 
w~ing, vanished up intellectual towers, got ' . 

.. immured in jObs, hid under the bed, got scared 
into ad agencies, contracted white~lung fro~ too 
much 'black-board chalk, be~mne immolated in , 
theses, or just went plain boDkers. The sense of 
communit;y was lost.- Poets worked either in total 

\ iso~ation, or incestuously in cliques, not caring 
much about- the world outside. 

R: number of poete have to~d me tl1at they are 
fed up with this situation: that they are willing 
to 'trade in the pains of isolation for the hell .. 
(as genial Jean-Paul puts it) of other people. 

'. 
1 

l believe that this magazine with its hospitable 
edi torisl policy will help bring ~bou1l this 
joy<>us state of affairs, to the great ,benef1t 
of Montreal poets and poetry, not to mention the 
euffering poetic Public. ,How will this work'? How 
will th1s magazine attempt to kni tour :f'ragmented 
community together? 

To begin wi th, poets of a~l tendencies will be -made VISIBLE to each other'Bjid to the general 
public. Our magazine ie uniqu~ly (some would say 

/ 
ineanely) open. Cooperative1y run by the partlci-
pants, It has no editor in the _sens~ of someon. 
who rejects materiel OD' grounds of quality. It's 
FiEE in every 'sense except the financial one. A 
poet publishès his work, or opinions on any su~ 
ject he likea, becauee he thinke ttil should be. \ 
iUblished--and is preparëd to pay s ehare or-
he coste (12.00 per page) and do hie share of 

-the work involved. Of course, he will get his 
share of, the e~ngs and Dlal" even end up with 
ten cents profit. 

Doee this mean that the BOOSTER &: :BLASTER ls 
a cooperative Vanity Press? l.f it ia, the genre 
is new. , participant has the right to cri ticize 
the work of any other oontr1butor, in the SAME 
issue of the magazine, - in any way he plesse'. He 
may simply la1;le1 a poem a CROCK OF SHIT and let 
i t go at that, or wri te a mandarin thesis, if i -' 
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he pleases. • • ,\ - . 'Tl e BOOSTER & BLASTER resembles a gallery 
Where IPoets may show their work and comment 
freely on work exhibited. This poliey de-
mands poets who are prepared to risk scathing 
cri ticism; who ~ave the nerve to ooJafront (' 
poets they may have roasted the day before; , 
and who are prepared to rub shoulders wi th <fi 

the poetic bbi olloi... 
A stYlistlcally mandarin contri butor may, be :, 

as mandarin as he w1shes, but if he wants a 
protected chamber, this mag 1s not for him.; 
The same remark applies in reverse. Wild bay~ 
scared of mandarins need no~ apply.?O -'-

We see h~re a maga~ine totally democratic· in the service of 
" -

a literary eommunity. The enterprise 1s ta bring poete out· 
o~ states ot relative isolation and to make them-available 
to each other. lree of an editor, it was ta function much in 

~ -
the way th~t a printed cooperative workshop does. Each poet 
had ta pay for the gestetnered sheets of his or her pages of 
work. A~ -the back of the magazine there was a section in which 
,the contributing.vpoets ffboosted or blasted" eaoh other's work, 
trying to provide some perspective and view on what Was being 

~ -wri tten and publiehed. Booster!. Blaster, then'w.,was an im-
portant magazine, not because. of the wrijting i t contained but" , 
because it ~ttemp~ed to draw togetheT a,t~ented and splin-
tered poetic community. We note McCarthy's comparison of the 

"\... magazine to ~art gallery. Within a year's time that ie 
exactly where the Montreal oommunity would tind itself, be
ginning to air. its poetry in the context of readings in the 
precincts of the Vehicule Gallery. 

The tiret issue of Booster & Blaster provides an inter-. -
esting ~onvergence of'older and younger untried poete. In 
the magazine we find the poems of Avi Boxer, Phil Desjardins, 
L~uis Dudek, Ron &verson, Raymond Praser,_Michaél Gnarowski, 
Seymour Mayne, David Rosenf1eld, Renald Shoofler and Glen 

- - fl> 

Slebrasse, all poete fam1l1ar on the scene, beside the new 
l ' -poe'try of Al'tie. Gald, Carol Leemer, Marc Pl ourde and Peter' 

Van Toorn. Clear11 thia magazine was one wliere the old met 
the young and paaaed on the to:rch~ 
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'Al though the magazine was slat,ed ta appear six times a 
year, the second issue did no%'come'out until December of 
1972·with a,somewhat recon'à'titute'd editôrial board. Far the 
second issue Raymond Gordy was managing edit;r, Glen Siebrasse 
~dled production, Alan Pearson and CarQl Leckner took care 
of publicity, and Krtie Gold worked on cirèuiation. A note .. . 
at the beginning of th6 second issue says that the magazine 

<1 '....' 
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) , " 
~is an attempt to make4 the poetry wr1t1ng eommunity in Montreal 
consoious of itself" and' also that Booste;; & Blaster 1s not " . ,- -=--.......--
a li~erary magazine but na forum and workbook f~r Montreal 

*Poets.,,5l Speaking at greater length about the role of-the 
magazine, Raymond Gor~y notes': 

, , 

THE ~ONTREAL PREE POET, BOOSTER & BLAS~ER 
publishes Montreal poets only. There .is 
reason in this. We are an ~gliBh-speaking 
community, physically circumscribed within 
a larger Prench-speaking community, but 
paradox1cally, a minority which shares a 
majority ~glish-speaking oonsciousness. 
This'la dif!icult politics and 'should create 
a poetry of meaningful content an~ oommit
ment. Too much poetry in English Canada-is a 
poetry of exper1ences, a recording without 
reflection. Here g~ea~ English~speaking 
poetry will be written, not o~ly confessional 
but histprical, dealing with Quebec's die
tinctive and local reality -- survival. 52 

7-

We see here a'recognition of community, and we Bee that 
- .. 

-recognition in the larger context of-~ociological and p'ol-
1 < 

itical realities. ~ 

In the second ~ssue of Booster'& Blaster we can already ......................... -
ieel the new generation of poets flexing their muscles. The 
older poete dr the 1960's have all but vanished. Contr1butors 
to th1e issue include IanBurgess, Ahdre Farkas, Raymond 
Gordy, ATtle Qold, Carol Leckner, Marc Plourde, Paddy Webb, 

..... --~---

and Richard Sommer, all members of the seventies ren~issance. 
As the editorial acknowledgeè, the quality of the poetry ia 
un.ven: "some good poetry, much indifferent, soma very bad."53 
But again, Booster ~ .. Bl;;;;a .. s ... t ... e.-r 1s important, not for what i t 
achievéd, or for the quality ot,the work 1tself, but for the 

\' , \ 

cJnew orientation that it represented, a d~s1re for democratic 
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community_ 
~he magazine disappreared after the/second issue, thougn 

there were originally plans fQr a third to be edited by Glen' 
Siebrasse. A mim$ographed note pasted ta the inside front 
cover of the second i~sue notes: 

~ change of policy will oeeur in the third 
iSBue. Manuscripts are invited, but poems 
will be selected by the, edi tore Please'ldo not 
send mon§y with submission. You need it more 
than me. 5l1-

We see hers a desire on the part of Siebrasee for a magazine 
a", more/ i:iisc'~1m1nation' and sel'action. The democrat1c spirit 
did not last long at Booster! Blaster, and it is perhaps 
just as well that an edited'~hird issue never appeàred. The 

\ ' 
,two 1ssue~ of the magazine testify to a brie! period of 
literary democraey in action. 

The other li t:tle magazine that began in 197,2 was Anthol, 
published for the first time i~ the spring of 1972. The maga
zine was to app,ear for fou~ iysues until the winter of 1975. 
Edited for th$ first three issues by Robert Morrison and 
Diane Keating, and ad ding Gilbert Flaw to the masthead for 
issue #4, Anthol published only Montreal poets. Tlough edi
torial selections were made in Anthol, the magazin~ maintained 

/ ' 

a fairly o~en ~olic1, aoeepting po.try of different or1enta-
~ . 

tians. Like Booster! Blaster the magazine was' ded1cated to . 
the idea of literary community, as we see in a short editorial 
Ilote: 

Anthol has been conceived as a ~i-annuar 
pUblicati6n prov1ding an outlet for young 
Montreal artists. The editors wish, as well, 
ta help- fos~er,a'paetic community inJMontreal, 
and urge anyone with similar interests to ' -
contact tbem at the address' below. We have 
in mind the engendering52~poetry readings, 
cri'tical sessions, ~tc·. 5 

In 1ts own fairly qui~t way Anthol presented-select1ons of 
new work by Mont~eal pOèts~ aftering little or no editorial 
eommentary; during its short run it puol1shed ~àny of the 

.. 

-

,1 
1 

1 



( younger Montreal poete on the scene. After issue #4 th~ 
editors were intending the magazine ta take a more national 
perspective but, as with Booster/~ BIast.r, the change in 
the magazine's firet intention eomehow reeul~ed in 1te 7 

eudden demise. ~t any rate, over' fmr years it had eerved a 
useful eommunity. function. / 

The desire expressed by the editors of AntholOfor ~oetry 
readings and oth'er eOJl!lDunity $et!vitiee was echoed by'the 
elawly g~thering Montreal poetry f,raternity. At th!e t!me 
the rather extenel ve reading eeries that had peen goi-ng~ 
at' Sir George Williams Uni ve;rœi ty was beginning to deoline 
from i~s period of intense aotiv!ty, thought it w~uld con
tinue for another year or two. ~he young poete just beginnlng 
to write ln Montreal found, however, that the university.wae 

# 

not really'interested in their early efforts. ~hey found 
" . 

themsel ves in the si t).lation of' having no ae c,eee to organi z-
v , 

ations sponsoring readings, &Dd sa were fo~d ta fall back 
upon their'own reSOUTees. A~ thls time the parallel art 
gallery movement was just beginnlng to establish lteelf in 
Canada and, in Montreal, the Vehicule Gallery wae .opened at 
61 Ste. Catherine street West. Located in a part ôf tawn 
oeeupied by prostitutes, pornographie movies, alooholies and 
ethnie markets, the gallery wae meant to provide an al terna
tive exhibi-tion space :tor e,xperimental artists. Through / 
assoc:i:ajion with several of the artists there, the p'oets 
establishe4 the gallety as the~r practieal 1ocation. Sunday 
afternoons were devoted to the poets, and these began to 

• , 1 

hold their locally-based readings there. 
-- / It is really in the eontext of the reeding series at 

. Vehicule thet the new community came into being. Claudia Lapp 
and Michael Harris or~anized the, tiret reading series at 
Vehicule in the 1ate fall o~ 197 3. ~hls prov1ded local poets 
w1th a plaoe to be seen and heard. In 1974, ~rtle Gold and 
Andre Parkas brought Vehicule to the attentj.on of aIl young 

. '. opoete by organiz1ng ~ mammoth series of th1Tty-seven readings. 

Virtua11y every local poet w~th ,anything worth hear1ng ~as 
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given a reading. This was an important step 'in creating a 
center of activity that reeched out beyond the small circles 
of poete\ who were alr~ad1 known to each other. From· the fa11 
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o:f 1976 to the spring of 1976 Yan Bu.rgess org!inized another . 
serie~, of a1most equa1 scope and vo1'jÛle, ",!1 th th1rty-four 
readinge. Subsequent reading series.~ere organ1zed by\Robert 
Galvin, John MCAuley' and Stephen MO~isse1, :from 197'6' to 
1977, and by Tom Konyves since ~hat time. 

The ~ears 1974-1977 were the real peak years et ~~hicule 
. " Galle,l'Y J the real years a:f group aç~1.'v.i ty. Poets came to-

reedings' each ~eek to hear what their peers were up to, to 
, ' 

be stimulated, and to offer criticism. This was the period 

1 
i' 

, i 
in whicb Many yoUng Montreal poets published' their first / 
bood and BO the excitement 1evel ran high, the feeling ,wes . , 

1 

in the air that new poete l'ere tes:t~ng their f~edgling winge. 
{' .. ' 

The early energy evident in ... Bo...,o ... s_t_e ... r ~ B1aet,r and Anthol 
now found its reàlization in poetry readings.Bfid an ongoing 

i • 

activi ty. For all intents' and purposes the 'new sense of 
( 

commun1 ty for poets had, st long last, arrived., 
In the 1arger context of e. city in which poete: are actively 

interest ed il1 each o"ther', s work, this sense of ehared exp er
ienc.e :),asted -ror onl,. a few short yealos. As i~d:iviaua1 poet~ 
achieved their tirst _book publication and began enjoying the 

.---' 
tirst ripples of

o 
reCO~1'iiont the groups bagan quickly to 

sepa~at,e. With the publication of' the Veh1ou~e Press anthology 
Montreal: English poetrir .2! lli Seven'ties, edited by Andre 
li'arkas and Ken Norris, an era of controv:ersy ar1d minor :fac-
" \ tionalism began. The launching party for that book took plaoe 

on September 30, 1977, and i t can be seen a,s the last event 
in the celebration of a true community. Shortly there~fter, 
most Montreal poete bece.me involved in the1r indiv;i.dua1 am-
bitions as opposed to communal sharing. 

In the minds of seven' poets, ho"ever, who had met at' 

'Vehicule and had done m~ch of tb:e OJ'gan1zst1onal work there, 
a sense of ne" found brotherhood was just beginni~ to e~ab .... 
lish 1 t.self. What they had disoovered 1'11 thin the, conterl of 
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the 1a~ger commun1ty wss the ema11er group1ng ~n ,rhich they 
could share. Since theee poe1;e found' Most of t~e yrri ting in' 

, \ 
Montreal too reactionary or" coneervative for their taste, they 
shared a common aesthetic ~oncern. This was reinforced by -
their mutual interest in Modernist and Post-Modem1st art, 
movements and an experimental bent evident in each of their 
books. Gradual1y, these poets--Andre larkas, Arti. Gold, Tom 

\ , 

Konyves, Olaudia Lapp, John McA\lley, Stephen Marrissey, and .:. 
.. Ken Norris--found themselves drawn into a tighter a.ss~~iation 

with e'ach other, until there evolved a sense of pecul.1ar 
solidarity; this, consciousness ~s heightened ~7 the tendency 
of other, poets within the cOl'iUDunity~critics\ beyo~d, to 
reter tp tbem as the Vehicule poets. Eyentually they were to 

\ . 
pub1ish a group anthology ,as !!!! Vehicule Poet s', pUblished 
by McAUley' s Maker Press in 1979.' 

Much\ of the literary activity in Montreal during. the 
1970'8 ha. centered ar~und the Vehicule poete. Their activities . ' \ 

have included rŒnning the reaqing series at 'the Vehioule . . , 
Gallery, editing poetry books for Vehicul.e Press, putting 

\ 

'Ppetry on Montreal buses, putting poe,try and other art forme 
on cable television, ,doing', extensive mixed media performances 
and-collaborations with eeoh other and with artiste in other 
disciplines,' as, well as running a handful of little magazines. 

\ 

,~ sense of group cohesion has bee~ -evident throughout these 
projects. In the 1970'8 the groups has publiehed, thirt1~three 

, . / 

, . 

vOlUJles of poetry, so that taking theee publications alông 
. - \ 

with their other activitieè, we ,can.see a formidable move-
ment underwa.y. 

d
hat ie perhaps1the most lnteresting tact a.bout the 

"\) ehic le poets, 1a that they seem to, cembody, a consol1d~tion 
o derniam; 1nstead of' holding to 8. single orientation, 
their work embodies a number of different aspecte ot t"eDti.~h< 
cèntury' ModernifJJIl'. 'l'heir work rune the ~ut"fro~ traditional 
poetry to concret., or sound, O<r. the \us. of COllage technttJues, 
as ,well as m1xed media. performance; there are even attempts 
to pioneer riew media ,for poetry (as in' Konyv~e'" creation of, . 
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viaeopoems). \Imagiam, Surrealisfn, Futur1em, Dadaiem, Absurdism, . 
and ,the 'international concrete movement a11 are evident in-
fluenoes", as are also the Black Mountain and the New York 
school. ,It can be argued that these poete began writing at a 
time wh en" allaspeè:ts of ModernisM were available to those 
curious in the phenomenon, and they have selectively choeen 
fro~ the bounteous sto~ehouse'of possibi1ities'to m~ke their 

varied poetry. '" 
In t~lking fbout these seven poets it ié easy to,gener

alize and to see them as a homogeneous 'group; actua11y each 
'poet 'has his or her own ind1v~duality and characteristic 
orientat~on, i~ fact the diversity of these poets ie unueual. 
p~rhaps the mo~t conservative, though not the Most traditional 

\ ' 

of the group, le Artie Gold. He writes a very modern poem 
using an imagistic collage tec~iqu~; his work ie the most 
tex,tually-o,rient'ed as regards the print meCiUum. Ken Norri-a' 
poems show ~n ev en more traditional orientation when,working 
in t,he print ~edium" 'but he a1so hae taken part in poetry 
performances, sound poetry, videopoeme;+and visual poetry. 

, , ~ ,." 

Ste~hen,Morr~ssey can, on the one hand, wr1tes ~oem6 in a 
very pristine imagistic style and, on the other, create wild 
soun1 poems'and poe~ry happenings with Cold Mountain.Review 
(Morriesey and his wife Pat Walsh). In Claudia Lapp's poetry , / 

we find an almost ballad-like orientation to the poem, but 

.' 

again,- she does much work with d:ream journals and sound texts. 
Andre Farkas' work encompasses traditional, concrete, and 

\ \ 

sound poetry ae weIl as performances of poetry and dance 
o 

and the occasional' foray into video. John McAuley, fairly " . 
bound ta the print medium, alternates between the publication . . 
of books of visual ,'poetry wi th mor~ recognizable poetry' texte. 
Tom Konyves' work ie c1early the most experimental of the 
\~'r-oup. His po,ètry has a strong eurrealiat/dadais~/pate.physical 
"coloration, and his recent energies, have been devoted to 
m1xed media" poetry performanoes, end the c~eation of video-
poems. 'In Montreal. with' 1u long-standing tradition of >soc1al 
realism and the poetry of personal1;ty, this represe~ts a 
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radie~l po~tic ShD~t. The couplfng of community and ,a Pos~-
Modernist orientation goee against-the grain of the individual
istie, modern poetry that he.e prevai1ed in Montreal sinee the 
ear1y days of Lay ton. So perhaps the work of these poets 
represents a new stage in Modernist evolution: an attempt at 

. l'eintegration. 
Wb11e tending to dominate the sphere of poetry as public 

activity, the Ve~icule poete have also produced a number of 
litt le magazines in Montreal during the 1970'e. The aesthetie 
orientations of this group can be glimpsed within the context 
of the magazines they have edited and published. 

The ea~lie~t of the magazines edited by one of the' 
Vehicule poete is Stephen Morr1seey's concrete news1etter 

, '1 

" what ie (1973-1975).· Over a period of two years Morr1esey -- . 
cranked out fourteen issues in a xeroxed format and distribu
ted it to a select mailing li st of about sixt Y intereated 0 . 
readers. In ~ing the magazine Morrissey had several motiva-

, 'Ij 

'tions. Fir'st, at the time theré was no outlet in Montreal for 
. rea11y experimental work, ~o Morrissey felt the need for 

a magazine of this kind. Montrealers Artie GOld, Richard 
Sommer, John McAuley, and Andre Farkas all appeared in the 
pages of ~ i!. For Morrissey, as for.Souster ear1ier, it 
was also important to establish contacts with other writere 

~ who were interested in experimentation, who lived in other 
1 • 

parts of Oanada -and in the 'United ~,statee. This communication 
was accomplished\through the mai1ing list and also through . 
publishing experimenta1 work from other places in North 
America. The magazine had a vieual bias, but more textua~ly 

- \ 

experimenta1 ~ork eometimes appeared. Writers such as bp , 
Nichol, Gerry, Gilbert, Richard Kostelanatz and Edwin Varney 
were all contributors. In several years time there would be 
a few more~places for thie type of work in Montreal, but 
in 1973 what 1s -served as a soli tary .0U~P~Bt for the more . ----
avant garde writing being done in Montreal. .. . 

When Ken Norrfs moved back to Montreal from New York 
in January of 1975 he brought with him the magazine Cross
Country which had juet started publication. Subtit1ed "a' 
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maga~ine of Canadian-U.S. poetry," CrossCountry t90k. a decidedly 
anti-nationalist stand, as we see in the magàzine'~ initial 
edi torial: 

In recent yea~s poetry as evolved along 
national lines - this ha led to a renaissance 
in North American poetry d the recognition 
of an individual poetio h rtiage ,in Canada. 
Por th~ Most part, this n w Canadian-U.S. 
poetry has attracted only ative readers, 
We feel it ia time for a c ossing of the 
porders. For too long schoois of poetry have 
emphasized national differences and played, 
down thè similari tiee of our North Amaric.an 
experience. Wi th CROSS COUNTRY we hope to pro
vide a forum fo~ the cross-germination needed 
to stimulate this continent's poetic explora
'tions and to bring them a common audi,ence. 'b 
. \ 

We see then in the edit ors of CrossCountry (Robert Galvin, 
o 

Jim Mele, and Ken Norrie) the desire for a magazine eomewhat 
similar to .YIhat Soustel1 had be'en etriving for wi th Contact 
and CombuetiQn and M,orrissey had just demonstrated in ~' !!': -
a magazine devoted to aIl ,the int.~esting developments in 
p,oetry in Nort\. America. The magazine "ould also try to over
come the kind M- r~ader 'prejudice which confinecl Canadian ' 
poetry to a purel! Canàdian audience. 

In that it has tended to teke a continental' stance, 
CrossCountry has been of' limi ted importance to. the new genera
tion of Mont~eal poets, even ~o the Vehicule poets. Although 
the editors devoted a special double,issue (#3/4) to'Mqntreal 
poetry in,both English and French, it has given fairly limited 
space to local\work. When it has given exposure tQ the Montreal 
poets it has placed them with1n a larger continental contexte 

• 
Special issues of the mag~e àev~ted to the detective genre, 
or to poatcard poetry, have tended to emphasize the pop ele
ments present in muoh experimental writing. Although it started 
off rather conservatively, CrossOountry ha~ in the last few 
years be~ome a more avant garde periodical, reflecting ~he 
chSliged an~g11l$ poet1c politics of ité edi~or8. On the 
whole, however, 1n the scope of work in the fourteen issues 
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over the last fi'Ve years, the m.agazine Carl b,e d,scribed as 
experim~nta1 and ecleètic. 

A magazine that has served as the unofficial house organ , . 
of the ,Vehicule poets is the 1ittle mimeographed magazine_ 
Mouse ~. Published in a first run of thïrteen issues f~om 
Sept~mber 1975 to June 1977, and beginning ~ second series 
in the E~f 1979, Mouse ~ has been a center of in~group 
activity. Ac owledging a lack of'l:-eadership, it ~s usual17 
print~d tn,l s of fifty copies which are circulated among 

" 

the poete' friends. The magazine has no regular ~ditor; it 1 

restri~ts itself to a li st of contributors which hardiy ranges 
) -

beyond the Vehicule po~ts: In spirit it i8 a kind of kissing 
cousin to Intercourse, in that it 4oesn'~ take itself too 
seriously and violates mos,t of the worthwhile functions of a 
l1ttle magazin~, never taking the tim~ to present pOlemical 
editorials or to take up serioua positio~s. A close look at 
Mouse ~, while not providing much grist for critical dis
cussion, reveals, however, a friendly group of poete trying 
out the1r work on one another. The magazin~ abounds in satire, 
parody, poetic asides, the granting of false awards, criticism - \ . 
of poetic white el'ephants and the ~atest poetiq exper=l:ments. 
Because of its freauency of appearance during its first run 
it provided its contributors with a place to air new writing 
that ~ae scarcely days old. Th~ Materiel in these issues 
ranges from the terrifie to the terrible, experimente that 
explode and experiments that fizzle. ~s in Preser's Inter
course, the emphaei~ seems to be on fun, with the added 
benefit of entire issues devoted to suéh holidays as Christmas, 
Valentine's Day, ,nd Easter. A~though it is exclusive and 
almost private, Mouse !S!!, in its fourth issue, wes thrown 

\ -
open to all poete who had participated'in the second annual 
Spr1ng Poetry Marathon at ~the- Veh1cu~e Gallery" and so it 
took~on e larger function for that one number. Throughout 
the magazine's existence, Andre Parkas has usua11y teken ca~ 
of the productio~ work, wi th some assistance from other l 

\ Vehicule poets. 
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~ John MçAuley'. Maker,' like Morriesey'e ~ 1., wh (' 

m~g~~e-ae~o concrete and experimental work. It was 
Pu\;11shed from 191i-l978:lind only three issues appeared • 

. A:l~Ough the first issue features Montrealers exclusively 
, (.Kr~ie GOld, ,Ken Norrie; Stephen Morrissey, Andre Farkas, 
Rich~rd Sommer, and ~cAuley himself),-McAuley auickly adapted 
ta irlclude a wider-diversity of work. Subtitled "a poetics 

- newsletter (11near &. concrete)," Maker, in i te short run, 
presented work by Gerry Gilbert, Opal L. Nations, John Furni
val, Richard Kostelanatz, Steven Smith, Penny Kemp ànd Richard 
Truhlar. Printed in a quarto format it was sent out to a -
'select mailing li st of 400 working artists and writers in 

./ ' 

twenty-two ~ountries. Th~ immediacy of the magazine and the 
'casualness of i~s format were intended to present work 1n
cluded as "news~ather than as aesthetically perfected-work~ 

--" 

of art (Cf. Pound's definition of poetry: "News that staye 
- " 

.1 

news"). The emphasis in !aker was upon process rather than 
pro~uct. With the termination of the magazine, McÀuley h~s 
undertaken Maker Press, a small book press, showing once again 
d / • 

that the ~ittle magazine ois oiten th~ s~epping stone ta the 
small press. 

. !!h, -adi ted by Tom Konyves, has been "publish~d minimally", 
as 'the cover ta thè second iesue al1ows. Two issues of the 

, . 
magazine have appeared, one in 1976, the other in 1977. Un-
like Maker and CrossCountry, ~ has not attempted to exercise' 
an internationa~ or continental voice but has concent?rted on 
the surrealistic and dadaistic side of recent, Montrea:)p0etrr• 
We can aee t~1s orientation expressed by the editor's note in 

the second issue: 

This ia a Montreal (Itd.) magazine. We p' e
fer the minimal. Two popular misconceptio ~: 
Hh 1s â formula. Poetry ls of the splri • The 
poem ghould 'have the function and appe ce 
of 8 bicycle. We publish only what we see.' 
The muse visits us on occasion, throwa a couple 
of muse eggs, chats~57 

ln addition ta pieces br Montreal poets X~ie Gold, Andre 
Parkas and Steven Sky, ~ has featured works of collage (dont , 
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by Konyves) and has encouraged collaboratio!t .• Among the -pieces 
includeft in the second issue was ttDrummer Boy Raga: Red Light, 

- Green Light," an absurdiet text written by Stephen ?~orrissey, 
Xnd~e Parkas, Ken Norris, Qpal L. Nations, Jo~ McAu1ey, and 
Tom Konyves, which took its eue from the tradition of simul-

" . 
taneous poems begun'by Tristan Tzara and his cohorte st the 
Caba~et Voltaire. What is evident in ~_is Konyves' total 

\rejection of the coneervative, gentee! Oanadien poetie tradition. 
If Mouse ~ has con,ained the Vehicule poete' ongoing 

experiments in poetic form, it is the more recent Montreal , , 

Journal .Q! Poetics that co~taine their poetic theorizing. 
Edited by Stephen Morris~ey, the journal has been appearing 
~ince the winter of 1978, twice a year. Ite title ie eomewhat 
deceptive, in that the. magazine, much less impressive than a 
journal; consists of a number of xerox sheets stapled together 
"\ ' 

in ,the upper left hand corner. This ie distributed to a 
mailing'list of about one hundred readers. Considering the 
magazine's poticy in the tirst issue, Morri~sey editorializee: 

It has beeome fairly 4easy to get poems pub
li shed in little m~gazines, but good criti
ciam of younger poets is still not available. 
It is now eseential that we, as pQets, observe 
seriously,what other poet~ are doing and eval
uate it in ~he light of our own understanding 
of the creative proeess. We need intelligent 
non-academic cri ti.cism, the free discussion 
of poetics and reviews of books and readings. 
This.magazine offe5~ a forum where this die
CUSS10n may occur. _ 

In effect, the magazine is an outlet of the V,hicule poets. 
It'serves as a newsletter for their theorizing,'literary 

, , 

feuds, and occasional reviewing. 
The contents of the Montreal Journal .Q! Poett'cs point 

out more clearly than any of.the other publications the con
cerns of these writers and the areas in 'whieh ~hey~re inter
$sted in working. In the first issue we find an article on 

fi visusl poetry by McAuley, "The Purpose Of Experimental Poetry" 
by Morrissey, reviews of books by Richard Sommer $Ôd Tom 

. Konyvee by ~en Norris; Parkas' "Confessions of a Collaborator," 
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'and the essay "Videopoetry" by Konyvee. These concerns are 
diverse but they are aIl experimentally oriented. ,Morrissey's 
essay ls of particular interest bec8uee it reflects 8 some
what t~mpered orientation,tqwards ~xperimentation in poetry, 
~eeing its inherent values but also its limitations: 

, For anyone exposed'to a lot of exp~ental 
poetry the question of its purpose and value 
ie raised. It seeme to me that the central 
reason for experimenting in poetry 1e that .the 

, forms one inherlts have become obsolete: poete 
/ must discover and write in a form that corre

sponds to their time, times changee -and the' 
vehicle for comm~cat1ng that change 1e 
someth1ng slive, organic, and writere muet be 
aware of t~1s 1n their work. The second major 
reasonis that exper1mental poetry 1e _8 form 
of lateral thinking, a way of getting "un
blockt", a way of approaohing poetry sa that 
the paem needn't conform ta precanceived.ideas 
of haw. it should look and sound, but of allow-

-, ing the poem to find i ts own forro, i te own 
way. of being expressed. 
\Vhat has happened 1s that the experimeht has 
become an end in 1tself, sa that we have a 
whole group of poets" who- can bè~ategorized 
as "experimental". Perhaps their idea 1s that 
by "experimenting" they think they' re being 
"experimen.tal", unfortunately a new -form 
doesn't necesssrily prov1de a n.ew content; in 
effect t the "experimental poet;' of'ten has 
nothing to_say but is merely playing with forro, 
and that "playing wi th form" Boon becomes;, re
dupdant. 59 

Morrissey, then, -is not interested in expe_rimentatfon as _ a 
formaI way of proceeding, or a sub-genre of poetry, but as 
a method of finding adequate fDrms of exp~ession to eUit1 
"times thàt release new contents. 

In Konyves' ttVideopoetry" we see th&! active search or 
a new form for poetry; for Konyves th!s has become the form 
of the videopoem, about wl?-ich he observes, "r hav~ COme to 
gre.dually Burrender my poe'tic powers to a medium which de- _ 
voure wor~s l1ke fire devour\ paper. "60 Por Konyves, the de
sire to explQre a,new form came out of a feeling that the 
p~inted word 1s becom1ng, if not obsolte, then not true to 
the p~tential of language: 
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The printed word was looking more and more 
like a secret message sent from room to room, 
from the poet's den to the reader's bedchamber. 
In other words, a certain immediacy was lacking • 
Readings attempt ta restore a m1ssing link -
the voice - which audio and video recordings 
wish to creste a new ~ediacy, albeit an 
artificial one. b1 ~ 

Konyves contends,that "the state of the art is in crisis,,,62 
partiallY' bec~ë he bel1.eves that the print med'ia, ,outside 

~ of the small4presses and little magazines, have rèjected 
poetry; therJfore it is necessary for the poet to b~gin'to 
work w:Lth I)~w ~~Chnologies that are available' to him; for ' " 
Konyves t~ ch~ice h~s been to make poems out of videotape: 

" Writing for video'should be easy enough, It 
ie more Malleable than print or audio-tape. 
A good poem on tape will use aIl technology 
has to offer, repetition, dubbing, music mix, ~ 
unexpected periods of silence, untranslatable 
sounds. "Special effec~~" will be the vocabu-
1er,. of this ne",! poem. 

l ' 

Konyves be11eve~ that the medium of videotape allows for the 
.. creation of' a ./poetry theatre"64 which has at i ts disposaI 

numerous technical theatrics: 

1 

1 

Whereas l cons,ider a line the unit of poem
making, like bricklaying, 1n video we sub- \ 
stitute visuRl lines t~rinted lines and 
proceed to "IRyer" a poem: spoken words (the 
po,t-perf'ormer); words heard (taped, dubbed)f 
and sean (signe, subtitles, printed, paintedJ. 
NaturallY, a poem written with these three 
forme of word-smithing is never titsel!' until 
it ie me shed with visual imagery (close-ups, 
cuts, dissolves, pans). If' the end-product 
demonetrates a "judicious" mb: of' the two (even 
an 1nteresting interp1ay) the poem will have 
a texture. we will all admire. • .A poetry 
theatre attempts to taks a stance eomewhere 
between the documentation of a poem and 
oreating a'poem of dialogue, music and visual 
effects. The poetry, the words, should be the 
real ~otion of the piece. The other media will 
support and collaborate to thie end. When 
language 1e "raised to poetry" other ~edia 
ult1mately gi~e way_~ this langua~e. , 
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Interestingly enough, in Konyves' fi v'e completed videopoems·· 
t~ date, we alternatély find the theatrioal element~r the 
poetic elements dominating, but on the whole he-has ~~ceeded 
in judiciously mixing elemente of pe~ormance, video art and 
poetry into a form that cao only be recognized as "videopoetry". 

If there is any specifie fe'ature that defines the Vehicule 
poeta as a cohesive group it has been their ability to pro
duce collaborative worke; Norris and Konyves have worked 
together on- a book of aphorisiàs (Proverbei) and a videopoem 
(See/Saw); . var~ouB gr~upingB of the ·Vehicul.e poets have taken 
part, in poetry performances and sound recordings, or they 
have assisted in the presentation of one another'e work; 
Parkas has directed a-videotape presentation 'of some of 
Norrie'- poemsi and has assisted Konyves with off-camera as 
well as on-camera work in his videopoems. 'Farkas' "Confessions - \ 
of a Collaborator" is an ongoing chronicle (a new segment 
~ppears in each issue of the Journal) which'testifies to the 
collaborative, communal spirit of mucb of the Vehicule poets' 
work". 

In the second issue of the Journal (Sprin~~summer 1979) 
w~ see a wid~ning of oonsiderations. Konyves continues his 
commentary on the videopoem, Louis Dudek contr1butes "A 
Brie! Note On Writing Poetry,"'t Morrissey considere the 'raIe 
of tlcosmic consciousness" in poetry as well as some of Richard 
Sommerfs work, and Artie GOld-reviewe a book by Fraser Suther-, 

l~d. In two separate pieces Norris Bucessively defends a 
"native" as opposed to "cosmopolitan" orienta.tion in Canadian 

" / poetry ("The New World") and defends certain experimental ' 
writers againstMorr1ssey's attack in the firet issue ("A 
Short Defense Of Research Writingtt

). 

Thè third issue of the Journal is dedieated exclus1vely 
to the Vehicule poets, each of them contributing at least 
'one piece indicative of· their present poetic concerne. 
O1audia Lapp~s "Some ~spects of Dream & Poet~~ traces ber 
O'lm involvement' with the keeping 0", dream journals and her 
use of dreams as material for po~ms. \rt1e Goldts contribution . , 
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graybeards of Canadian literatllre but rather writers actively 
engaged ih developing th~ir own stances and voiees in writing. 
The work in Versus, eelectieally selected, has ref1ected a 
somewhat soleron eoncern far eraft. 

;, 

The 1ast magazine we might mentian\here ls the Montreal 
, ' 

Writers' Forum, appearing monthly sinee Oe~ober of 1978. 
Edited by Ross Leekie, it attempts to present current work "'
by msmbers of the ~ntreal community as we!l as occasional 
reviews of Montreal books. It ia varied in' its policies, pub
lishing, paetry and fiction wri tten in various forms •. 

An important point to make ~bout Montreal,literary life 
in the late 1970' s is that a large amount of energy hasgone 
into the running of the lit~rary pressee. In the l~te seven-

" tiee, magazines in Montreal and in the rest of CanAda, though 
fairly pra1ifie, hav~ tènded ta lack the fire of the-ir pre
deces8ors. In Montreal we ean see the reason for this in the 
se~se that a minimal need must be fille~ by starting regi~nally-
based small press'es. Vehicule Press, New Delta, -Villeneuve ____ _ 
PUblishing, Maker Press, Asylum Publishing, crossOo~try , -
Press, and Torchy Wharf hav~ aIl attempted to provide poets 
wi th th\. minimal requirement--an indigenous publ;.i,shing seene. 
The fact that an average of ten books per year have been pub-

/ 

'lished by these presses sinee 1976 testifies to their'on-
going devotion io local ~riting as a principle •. The literary 
community that enters the 1980's is very different from the 
one that appeared in' the 1960'8; it i~ highly diversified, 
and in many respects more poetieally mature. 
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" is a series of mini-reviews of avant garde po.etry books. In 
"Norris & Cohen: The Limits 'of Self-Consciousness," Morrissey 

-reviews Narris' The Book Of Fall and Leonard Cohen's Death 
~~~---- -

Q! A Lady's ~ and usee them as a jumping off point for a 
discussion of the role of'poet as subject in contemporary 
poetry and·the iim1tations that self-consciousness in poetry 
imposes. "Poetry and the Fine Art of Deception'( 1s a dialogue 

. ( 

between John McAuley and Ken Norris in which they d~scuss the 
use of deception and Bo-called lying in poetry. Konyves' 

. ~ 

"Poetika" is an opscure discussion of poe-tic craf:t and crafti-
ness. ~ his critical piece "Some Notes Towards A Definition 
of Phone y Pormalism," Norris discusses what he sees as the 
f~lse formalism dominant in Canadian writing; he sees this 
poetry as having '·no process of poetic condensation at work, 
but rather only an academie incl1nat1o~ towards appearanc~e. ,,66 

'We see, then, in the Vehicule poets, a desire to explore 
new forms in order to relèase new contents. Although accused 
by many'of their Montreal contemporaries of writing a poetry 
of pure content, they actually represent a new aesthetically
oriented theory of fo~. Also t their work seems to-indicate 
a desire for a more complete and organic sense of poetry's 
possibilities and potentiality as voice. In coming to under
stand the compass of their wo~k it may be worth considering 
Konyves' Dbservation that "there is a li ttle bit of PQetry 
in everyth1ng but by no'means ie there a little bit of every
thing in poetry.,,67 

1 

During the Middle and late 1970's there have been other 
little magazines active ,in Montreal~ ranging from the highly 

\ , 

/ 

oonceptual to the highly eelectic./Davino1 was started in 
'" \ 1173 by Allan Besly, put out one issue a year, ~d completed 

a of six issues in 1979. Because Bealy is a conceptua1 
a ist rather than a poet, each issue of Davinci has tended 
ta, work as an artistic pieèe rather than as a run of the 
'mill 1iterary magazine •. Publ'ished by Vehicule Prese, the 
magazine has had some relation to the'Vehicule p~ets, pub
lishing their work, anj having Farkas and Gold guest edit 
the poetry selection in issue #4. ~he magazine has drawn its 
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contributors from throughout the United States and q~nada. 

Much more community-orienteq has been Keitha Maclntosh's 
Montreal Poeros./ This. magazine is essentially eclect.ic and 
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, . 
publishes a broad spect,rum' of Montreal wri ting. The magaZine's 
fourth issue wes a spec ial women' s edi tion which inc,luded 
work by Mona Adilman, Ruth Ohad, Frances Davis, Patricia 
Ewing, Gertrude Kat~, Claudia~pp, Carol Leckner, Gail 
M~Kay, Mary Melfi, Rena Okada, Carole Ten Brink and Paddy 
Webb, together with other womep currently writing in Montreal. 

More peripheral heve ~een The Klchemist, Process, Los, 
, --.---

and A~ropos~ Edited by Marco Fraticelli, !e! Alchemist has 
a~peared irregularly and tende~ to publish poetry dealing , 
wi~h the poseibilities of myth. Process, ~, and Atropos 
have come out of the Montreal EngLish universities, Sir George 
Williams, Loyola, and McGill. Th'e firet two have featured 
8t~dent writers, although occasionally they have published 
local work f~om outside t~e university. In contrast, Atropos 
has aspired to a certain prestigiousness; casting a wide net 
it has publiehed poètry by Robert Creeley, George Woodcock, 
Anne Waldman, Terry Stokes, Jack Hannan, Denise,Levertov, 
Ro bel:::~ Kelly, Andrei 0 odrescu, Michael Carlson, Mary Melfll, '.' 
claytonÈshl,man, Robert Allen, Tom Veitch, Die.ne Wakoskl, 
James Broughton, Michael Davidson"and A~ Moritz. ~ts orienta
tion ia neither Canadian por local. It is edited by James D. 
Campbell and Zsolt S. Alapi. 

A magazine more eommitted to Montreal writing has been 
Versus, edited by Pred Louder and Robyn Sarah from the summer 
of-1976 to the winter of 1978 for a total of four issues. Des~ 

J 

pite its seeminsly aggressive title, Versus did not 5ppose 
the 'polieies of other maga~ines or any aspects of the cu~~ent 
litera~ scene. It drew upon young writers primarily from 
Montreal and Toronto. Poets such as Pier Giorgio Di Clcco, 
A1be~Prank Moritz, August K1~inzahler, pavid Solway, Ted 
Pl~tos, Greg Gatenby, ~eter Van Toorn, Artie Gold, Laurence 
Hut~hman; Raymond Filip, M~ry Melfi, Davr! SOlway, and Fraser 

-Sutherland aIl appeared in lts pages. These poets are not 
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CHAPTER TEN ,-

THE CURRENT STATE OF THE CANADIAN 'LITTLE MAGAZINE 

\ The li terary at~ospher-e ,of the 1970' s "and early 1980' El. 

has been vast1y different from the one that existed from 1925 ., 

to 1965 in Canad~~ Looking ~ut over the country from the office 
windows of any leading Toronto publisher we might conclude 

1 

that at long last we hflve a modern Canadian Li terature: wri ters 

are wrHing it, the p~b1ic is buying it, the Canada 'Council i6 

funding i t, Canadian periodicals are reviewing i t: things have 

never been better. In the sense that none of this existed 
twenty years before, things 'have never been better. Y'et th~re - .. 
are many who wou1d argue that the complacency that hâs set in 

among the est~blished Canadien pub1ishers and editors is as 

pernicious as the views of li-terature embraced by the Canadian 

Authors' Association in the early 1920's; which Scott and Smith 

made the target for their ire \in their ear1y mag~zine e$forts. 

With the presence of a new Can8d~an Literary Es~blishment we 

find the spirit of the li tt1e magazine ,still at work as agi-' 

tator and as an alternative. Yet it CaTI be argued that this 

spirit has been somewhat transformed over the 1ast fi~teen 

years. 

QUi te simp1y "put, from the 1920 ' s unti1 the 1960' s the 

battlegr'riund foI'- M;dernism in Canada was the periodical. An ~ 
indigenous Canadian'publishing industry just did not eXist, 

so tha~ the magazine was whJre poetry happer1ed~ For the poets 

of the McGill group, book publication came much later in life 

than for môst poets. Only Leo Kennedy published an individual 

volume of poetry in the 1930'9: The Shrouding.(1933)." Scott, 
, ,---\ 

Smith, and Klein all saw their first appearance in book form 

in the anthology ~ Provinces (1936) in which they appeared 

with Kennedy, E.J. Pratt, and Robert :Finch. Klein"s first in-
<1 

dividuel book appeared in 1940 (~ Not ! ~), Smith"s 

News of the Phoenix in 1943., Scott"s Overturé in 1945. Klein ---was thirty-one when his f'irst book was' published, Smith wes . 
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fort y-one, and Scott was forty-s~x. Klein had been published 

by Behrman House, ~nc., in New York, which spe9ielized in " 

books by Jewish aùthorS',\ the others had been p~blished by 
1 

Ryerson Press. New Provinces was published by MacMillan and - . 
the contributors themselves put up two hundred dollars toward 

t \. 1 

the pub~cation of the book. 

In subseouent generations we find the poets more willing , 

to take the publishing of their bOOks into their own hands, 

and so we see First Statement Press emanating out of First 
statement, the magazine, Contact Press frop! Contact magazine; 

Delta Canada from Delta, the short-lived Tishboolœ from ~, 

Talonbooks from Talon', and Blew Ointment Press from Blew -, 
Ointment., -These later generations realized that th.ey could 

\ - , 
publish their own books as weIl as periodicals. 

\ What we .have seen sinee the mid-1960· s i8 the rise of 

the li terary press. There can be no denying that the li ttle 

maga~ine has grea.tly proliferated during this period as weIl, ~~ 

yet often i t seems that the more dynamic energy during thls 

time has gone into book 'rather than periodical publishing. 

What the 'McGill group took part _in was the standard method 
. of arriving as authors; Given /that there were no magazines 

sympa thet ic t 0 the work they" .were wri ting, they began their \.... .~ 
/' 

own periodicals and began gi ving their work an airing wi thin 

those pages. They then waited for an established publisher - , 

to recognizè their gro~ing literary reputations; in the case 

of F.R. Scott the wait was almost twenty years~ It i8 ~p.lly 

with Contact Press ~~d itJ editors Lay ton, Souster, ami dek 

that we see a group of Pgets beginning to short-circu~ 
method of arriving as a poet. Rather than wait for th ir work 

to be recognized, :f~irst by more established li terary magazl.nes 

and then by li terary presses,! th~y'. under1;ook the job of get- " 

ting"their own work and the.t of others be:fore t!Ie llubI"c. It 

is t~is spirit that fuels the current crop of literary p saes. 

/{ separate study'of thesè presses and their interface with 

the li ttle magazine ls both necessary and desirable. It le 

my intention ~ere only to point out how the energy the.t went 
, 1 
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1 into the li ttle magazine has, in part, been siphcned off a,s i t 

were, .int'o- the phenamenan of the literary press. 

1 Given the strcng central pull cf' the Tarontc pub1ishing 
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industry and the awakening of local pocket~ of li terary ac- . 

tivity in need of a forum, what we have witne1Séd during the 

1970's has been the rise of a number of grass-racts regional 
presses. These inc1ude houses such as Breakwater Books, Tum

'stone Press, Blackf'ish Press, Vehicule Pressf Oalichan Books, 

Reposi tory Press, Sesame Press, H?naco Eress, Cal.edonia Wri t1ng 
Series, Harbcu'r Publ.ishing, New Delta, Thistledovm Pres's, Pulp 

Press, Intermedia Press, Black Moss Press; Aya prE;ss, Maker 
Press and others. These small presses attempt to suppcrt local 

communi ties of li terary activi ty and continuing li terary ex- . 

perimentatian, the f'orrner--local effort--being somet~ing the 

commercial presses have no cogn1zance of, and the latter--ex
perimentation--something the ccmmercial house tends to steer 

clear of because of' i ts Questionable !I1arketabili ty. One can 

argue that, in an_earlier time, the publishers af these presses 

would, rather, have been editing magazines dedicated to the 
,. 

presentation af the work 0=\ new, authors, then wai ted f'or -book 
publication e-:t-sewhere. 

Despite the rise of the literary presses the little"maga

zine goes on. There ar_e a number of magazines currently bein§: 

produceù in Cana.da, tha,t are :r;'ooted in specifie regions. Often 

they obj eet ta being considered "regionaJ.", and are quick t,o 
make the point that they cast a wide net, take in work from '\ 

other parts of' 

tend tha't they 

th/e country, etc.; in ~her words, they con-
are, in fact, national() This defense 8eems to \ 

/ 

be prom:pted by the' notion that to be regional is ta be parochial. 

The fact rèmains that if these magazines' did 'not exists and 

did not express a ,r~gional concern there would be -no possible 

out1et :fOI'" the local wri ter, and he would then have to begin 

the long arduous process o:f sending his work to publications 
, ' 

in- a,ther parts vof the country who might not -be sensitive- to 

his particular concerns. The regional publicA.tion enables a 

writer to be himself, whoever he is, wherever he ie, without 
- ' 

having to ,worry about fi tting 'th~ mold of ~omeone else' s 

\ 
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standards. 

Northern M&ht i9 edi ted by George Amabile and i8 pub-
" . 

l;i.shed twicé-yectrly by the- Uni versi ty of Manitoba. Al though: 

the megazine i8 strongly rooted in Manitoba it is open to 

sUbmissijne fram anywhere in Cana~a; it:is, howe:rer, not a' 
totally eclectic magazine. In an early edi torial, Amabile 

y " 

dismissed two schools of wri ting which he designated as the 

Black Mountaineers and the nec-Surreal.iste., In a long edi

terial i~ the third issue he responded further to the issue 
in regard to these two, approaches: 

My impatience was inspired'not by a distaste 
for experiment, but, on t4e contrary, by a 
severe case of boredom wi~h the way these es
tablished arrd old-fashioned theories of vèrse 

~ have been comp~lsively paraded as "avant garde" 1 

when they are, in fac t, the resul t of sheer 
poetic fragmentation and inertia. They are not 
new. They are old. And they are trivial points 
of departure because they are based on theories -
of poetry which specialize in one aspect of the 
verbal arts to the exclusion of all others. They 
Are therefore inadequate, ~echnological cul'de 
sacs, and it is annoying to see how the genui:ne 
discoveries and contributions which ~harles 

-OIson and Andre Breton made 60 long ago to the 
art of poetry have hardened into !omething l~ke 
poli tical and religious doctrine'. . 

1 

After refuting these two approaches ,to wri ting poetry, Amabile 

put~ forward his own view of what should be going on in poetry 

now: 
/ 

t~' .......... ',- ~ \ 

The answer ie quite simple. There are dozerts 
of young (and not 50 young) poets in this 
country who have managed to stay clear of the 
stultifying and narrow-minded doctrines of the 
various poetic "school.s", and the work they 
are doing ie genuinely new{because it is the 
expression of an individual aesthetic c:f~ated 
out of the many poetic techniques available , 
to us now in reeponse ta the - wide ~pec.trum of 
contemporary experience ••• What's new in 
Canadian po etry, and in poetry, in Englieh 
generally, 1e this new confluence of aIder 
experi~enta.l gains into the work of individual 
poets. 
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Amabile sees the synthesis o~ "experimental gains" as the 
avenue o~ approach to writing contemporary poetryi the poet 
ehould have an awareness of the innovations that have been 
~ade i~ the eraft and blend his awareness of language's pos
sibilities with his own individual experienc~. This le not 
a new insight but it does hold down a middlé ground between ' 
the Canadian avant garde and the traditionalists. 

A noteworthy magazine from Saskatchewan ls ~, in many 
ways the epitome of the regional magazine that strives to,get 
things done. Over the course of eight years, Robert Currie .,. 
edited and gestetnered sixteen issue of Salt, subtitled "A 
1ittle magazine of Contemporary Writing." In lts nint'h yeer 
salt ~egan to be edited by Barbara Sapergla and Geoffrey Ur
sell and ~inally broke into a printed format. 411 of the is~ 

, , 

sues contain a significant block of work by a featured wrlter , 
who either currently lives or was brought up on the Prairies. 
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Along with a seleè~ion of po~ms, each featured poet contributes , 
a piece ca11ed "beginnings" in which he,s~arches out the ori-
gine of his creat~ve impulse and,writes a bit of autobiography 
showing what it meant to grow up on the prairies. This is an 

\ 

engaging and interesting approach to wri ting\and goes a long 
way to validating 'the persistent aesthetic concern wi th raots, 
and rootedness • Salt also attempts to present ,reviews of sig
nificant books p~shed in'and ~round Saskatchewan. AlI in 

, ~, 

aIl, this is,an admirable little magazine which could serve 
as a model for what can be'done by a regional publication. 

We note that even in these regional publications there 
i6 a strong spirit of eclecticism. Indeed, moat, 'of the li ttle 
maga~ines currently appea~ing in èanada are eclectic in nature; 
this is, in part" indicative of the stete of poetry in the 
1970·s. The vast ex erimentation'that wes pioneered in the 

/ , 
1960' a by the poets' came to be viewed as part of "New 
Weve Can,ada"- is now the, tab ished norm; what was vital and 
new then has be,ome,simp1y a new set of liter,ary conventions. 
Many of the poéts who have eme~ged ~n the seventies,are more 
articulate than their predecessors, ,but they seem, on the 
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who1e, to have 1ittle new to present. 

Many of today' s eclectic magazines are housed in Canadian 

universities; as a result they tend to be caught up in the 

trappings of ac ademia. The uni versi ty provides the magazines 

with credibility, an office, and funds. What tends to resu1t 
i8 a mRgazine that does not pioneer new territories in writing 

but echoes and embodies the acceptéd norms of the day: F,or 

the most part magazines coming out of the universitie's provide 

limi ted interest; they primari1Y 'serve as a place of pUblica

tion for their edi toria1 boards as well as for a few well-
~ , 

known CanadHln authors. They are not invo1ved wi th the true 

revolutionary spi~i t of the fighting li ttle magazine. There 

are a few of these magWtines, however t that by virtue of 

strong 'edi ting are :p.ot eworthy in one way or another. . . . 

1 
Waves i6 a tri",annual li terary magazine that is issued 

, fr m YQrk Universi t; . in Toront6. It follows a gene~al\ po1icy 

o e~lecticism, intending te publish "good" wri ting ot' what
ever kind; the writing that appears, in fact, ia oecasiona1.1y 

\ 

uneven, but it cioes ref1ect a strong concern wi th eraft. 

This results in writing that-is usually "ove~ooked", adhering 

. to the view of. t!te wri ter as "maker" rather than as "medium", 
as manipulator of the language rather than as i ts eustodian. 

whàt i6 interesting about Waves is the panorama of young 

writers that it presents; many of the pieces that appear within 

_ i ts pages are first publications or early stri vings of poets 

who publish a firet or second book a short time later. 

Matrix is puplished twice yearly by the English department 

of Champlain College in Lennoxville, Quebee •. Currently run 

by an editorial board of three people (of these Phil Lanthier 

ie the only one to be with the maga~ne sinee its inception' 

in the sprin~ of 1975), it too strives to publish "good" 
writing while presenting no defined or preferred aesthetie. 

But Matrix has reeently begun to evolve into a more engaged 

li terary review, leaving behind the old formula ~f publiehing 

miscellaneous stories and poems of a eonventional sort. Many 

of Matri~ageS are now filled wi th book reviews, often, 
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written by the edito~s, giving voice to the editors' personal 
sense of aesthetic~. In short, Matrix is on the way to becoming 
a magazine that has something to say, rather than oeing just 
one more upiversity periodical. . 

Perhaps the finest, àt any rate cert~in1y the most e1e-
gant periodica1 coming out of a co1lege communi ty is lli \ 
CE!-pilano Review. It is published twic~ a year by Capi1ano , 
ColJege in North Vancouver:~~s publication is in no rea1 
sense a "little'n magazine; it i~ expensively printed, im-

~ peccably designed, and has a sur~~,~liCkneSs which outshines 
practically every other 1J,!liversi ty publication. ClearlYi i t 
is no impoverished litt1e magazine struggling to get by; and 
yet what impresses one about ~ Capilano Review, beyond the 
quality of their production, i8 the magazine's very real en
gagement with the arts as they exist in and around Vancouver. 
Al though i t p~ints worlc by /wri ters from o1;her parts of Canada 
and from the United states, this work ie usually~resented 
in relation to the west'coast sensibility that the magazine 
exemplifies. ~ Capilano Review also does not limi t i tself 
to the written arts but incorporates the visual -arts as weIl. 

The mOst ambitious undertaking in the form of an eclectic 
magazine in the 1970 t S has been CV!I ("Contemporary Verse II") 
published out of Winnipeg. In the opening editorial ~~othy , 
Livesay presented the raison d'etre of cviI: 

• 
We have our poetry t pushing up from, every' 
crack a cranny. What we now 1ack ie suf
ficient outl ~s for serioue criticism of it. 
You can only riticize such wide, large, and 
various'production, We think, by taking samples; 
and CV/II proposes. to do this. 3, \ 

Q!!! is an abbrevia-tion for Contemporary Verse g. As we 
remember, Contemporary Verse was a magazine that'Livesay was 
c~osely associated.with. Just as Contemporary Verse in its 
time provided an eolectic forum for poetrY, "fo now QY.!4 , 

,attempts to provide an eclectic forum for poetry criticism. 
The fact that fi! is a national review of' poetry makés i ta 
position aIl -the more important. To date thé? magazine has 
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printed general samplings of the poetry from every part of 
the country, particularly poetry by younger poets, and in 
addition a.19rge body of criticism in the form of reviews. 
It has been somewha'.slow, hawever, in 1ulf'illing the tenns 
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of i te first edl tarial. Part- of the j'ob of' âp:plying serious 
criticis~ to contemporary poetry is to'begin the process of 
separating the wheat from the chaff. In QY!! this kind of 
work-has not been helped by the magazine's pQlicy of publishing 

far too much poetry th.~~t,/ is . s,er1usly flawed or simply not 
good enough; when one cornes to look at the reviews it ~an 
also be said that they fall short of evaluating contemporary . ' 

poetry with a carefully discerning eye. About four fifths of 
tpe reviews are highly favorable, indicating a somewhat too
zealous boosterism underlying much of the criticism. If 
serious cri ticism i~ going to be applied to Canadian poetry, 
we must expect ta find more books receiving a bad press. 
The problem here, of course, is that there is an immense /, ~ 
variety in the poetry wri tten today; thêre are' no clear / 

/ 
s·tandards tha t everyone can agree ,upon by whieh new wOJ'k can 
be judged. Thisoften leads to a wide range of diffe/ent kinds 

• r / 

of writing, aIl of it receiving favorable criticism, but for 
1 

different reasons. We cannot say that,CVII has been very 
> --

successful in making some discrimination and defining a new 
order. Themagazine's value remains in the promise of what 
it originally set out to do, not in what it has succeeded 
in doing so far: 

As opposed to the vast :prolifera~n of eclectic maga
zines, those publications re:presentat~e of a specifie g,roup 
of poets and a strong purpose are few and far be1iween. Again, 
this might be accounted for by the rise in literary press 

- r 

activity, with Many local pockets of poets involving them-
selves in book production. rt is difficult to locate maga-
zines that reflect a shared aesthetic. One magazine that does 
i8 Kontakte, edited by Richard Truhlar and ,John Riddell; it 
gives expression to the continuity of e~perimentation in con
c~ete 'and sound poetry in and around Toronto. Particular at-, 

tPèntion is paid to work by Owen Sound, a' sound. poetry collective. 
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of which the editors are members. Kontakte has also pùblished 
a special Hugo BaIl issue which {ncludes an intelligent intro-

> - / 

duction by Riddell, giving the historical background of Ball 
and his milieu, ouoting sorne· of BaIl ' s important state~ents 
in his publi'shed diary Flight Out Of ~, and explaining 
Ball's continued relevance to poets working with sound today. 
The issue also includes three of Ball's original sound poems, 
three translations of his more surrealistic work, as weIl as 
tributes by paets such as Steve McCaffery, bp Nichol, and Owen 
Sound. In printing Ball's original work, KontRkte brings to 
Iight sorne examples of writing that belong ta what" bp Nichel 
has referred to as the "suppressed tradi tion~" These are 
documents of the work of the twentieth century's first self
proclaimed sound poet. Ball's work serves as an essentiel 
focus and influence for the work of Owen Sound and also of 
Nichol. 

Following somewhat in the Tish tradition, we have the -. -
west coast poetry newsletter ~. It is edited by Gordon 
Lockhead (alias Brian Fawcett) in Vancouver. ~ is a news-

\ 

letter which reflects the poetic politics of an individual 
editor rather than a group. In its first issue Fawcett an-
nounced NMFG as lia newsletter of poetry published without - . 

334 

much pretence for the information of writers, painters, 
musicians & kindred. It has the political and coemical ~ur
pose of making the west coast & specifically Vancouver a better 

\ place to work & li'V'e. ,,4 Kfter eighteen issues, produced on a 
fairly regular monthly basis, NMFG's intention was slightly 
. emended: "Its energies derive from thè idealism ,that- poetic 
thought should be as clear about its origins & purpose as that 
of the nearest logician, & from an interest in sorting out - _ 
the difficulty writers have making clear why they're doing 
wha't; theyt re dOing.,,5 Like ~, NMFG iB sent out to a select 
mailing ~ist and supports itself through contributions from 
its readers (~ stands for "No Money From the Government tl

). 

NMFG ie, however, very much its own kind of thing. It draws -upon the writing of the B.C. eommunity in a much more exten~ 
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sive way than Tish, with its tight circle of editors, ever - , 
did. The most notable difference between the two, however, , 
le concern with the relationship between poetry ~nd politics. 
~ is a good deal leSB aesthetical~y-minded. than ~ ever ~ 

was, 'and i t continually addresses i tself' to the role' of poetry 
in relation to so~iety. Interesttng items in recent issues 
have been such things as Fawcett's review of Robin Mathew's 
latest bobk,_ an exchange of lettera between Mathews and Paw
cett, and ?n'issue devoted to a discussion of Tom Wayman's 
conce,pt of "New Realism," including a reprint of Wayman 's 
article "The Limits of Realism" which originally appeared in - , 

~ Magazine. We see in ~ an attempt at working out a 
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new, fully realized aeethetic that takes lnto account the 
pol~tical realities of everyday life. Although it started off 
rather unenergetically, the magazine has developed,considera~ly, 
trying to find the answer to the riddle "What happen-s when 
you cross Tish's Black Mountaiwinfluenced poetry of locale 
wi th Robin Mathews' politics of, nationalism?'1 Though di ffi
cult to label. the attendant results have been highly stimu-
lating. ',-

The final magazine for consideration ie'\!!!! 'Front,- edi ted 
~ , 

by Jim Smith in Kingston, Ont~rio. ProduQeq in an unpretentious> 
.. / fi' 

gestetnered and stapled format, this magazine provides the 
, 

reader with what Smith views as sorne of the more significant 
work being proc1uced by the Iiterary avant garde,. I~eflects 
~ts editor's particular preferences, but at the same rime, 
it keeps alive the creative, aura of the understaffed ~ighly 
principled littl, magazine. In a recen~ editorial Smith has 

, 
announced his intention to begin reviewing books in future 
issues, but they are to be only books published bV four ,of 
Cana.dals 'most av'ant gat'de Iiterary presses. He ~xplains this 
decision as follows: . 

\ 

• ', • these four poles encompass âÎ~ost the 
entirety of the a.dventuroue, 'exciting, & 
worthwhile smal1 press publishing being done 
in Canada today. l attempt to read most literary 
magazines that come out these days & l have 
been continua11y disappointed by the lack of 
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attention shown to the above-mentioned 
presses, while observing\a yirtuat fixa
tion on the staid, the ploddingly quotidian, 
and the banal. l have often wondered if 
EVERYBODY) l'eviewing books in this country 
aspires to the same moribund level of mYQpic 
snobbishness. Or perhaps book reviews SHOULD 
only be another tool in the establishment 
of \the reviewer in the chummy pecking-order 
of recognized Canadian letters. In my own 
experience, most recogni7.ed literati are 
more moved by the name (ei ther of the, wri ter 
or the publishing hpuse) than by the work 
i tselfo. • • 
- 50 beginning with the next issue, THE FRONT 
will in i ts humble way try to fi Il a certain 
gap, providtng reviews of work that is im
portant for 'the boundaries it app~oaches.6 

The sense of dissatisfaetion with the established norme, the 
fighting tone ,of the cri ticism, and the attempt to "fill a 
certain gap" take us back to the original intentions and 

, 1 

motivations 'of the little magazine. The ultimate aim of the 
, \ 

little magazine is literary revolution and a'call to a ~w 
arder. If it succeeds, the staid establishment ls overthrown 

J 

and a new beginning ia made; if nothing else, a small-numbe~ 

l 
of voiees are heard saying something that was not heard be-
fore. In its editoyal intentions, ~ Front shares much with 
magazines that prec)eded i t: the hope of fonning na front" 
against the àccepted literary norms of their day. 

. \ 
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The fact~that the little magazine ie engaged in a literary 
ferment and literary tr.arsformation 1s a point that l'have 
eontinually tried to stress. Beginning with Pound and his 
circle in England, we see the little magazine as a vital 'and 
necessary tool in the furtherin 'of Modernist poetry. Indeed, 
because the incl~nations of Mode ism are anti-bourgeoie and 
non-commerèial, this writing must, literally, creste a home 

l ' 

for itself. That home, first and fo emost, 18 the little maga-
zine. The little magazine 19 the testing ground and proving 
ground, for subsequent generations of lit~rary ex~erimen7ers 

\ 

and innovators. A 

, 1 

1 
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In Canada literary Mode has experienced a slow but 
steady growth and evolution i 'the pages o:f the li ttle maga-, 
zine. Those who ~ave begun as e ch generation's renegades or 
troublemakers have often come to be recognized as the more 

, vital poe'ts' of' that periode lri plo ting the course of Modernist 
develo~ment in Canada it would be a alsification of the facts 
to suggest that, at a~l times, this development has progressed 
in a steady linear fashion; as we have seen in the work of 
Alphabet, GrOnk, and Blew Ointment in the 1960's, there\~s - . 
always the possibility that poete will backtrack and develop 
elemen~s of li terary Mode~ism that the earlie'r, more ~urelY' 
Imagist-oriented poete ignored. A~ aIl times, howeve~in 
detailing this non-sequential,evolution, we find in the work 
of the poets a momentum that i5 dedica~ed to providing a 
poetry that is true to the language and true to the ,age. Of 
the hundreds of little maga~nes that have appeared in Canada, 
only perhaps 'a li ttle more than a dozen can be considered to 

(' , 

havel been landmark publications; and yet, as I have insisted 
thro~ghout, each magazine, simply by virtue of its existence, 
h~s~bontributed eomething to the creation of a vital literary 
climate. The cumulative result of aIl these publications is 
that there now does exist a healthy enviro~ent for poetry 
in Canada, one that allows for work that i8 widely diverse to 
exist. and to develop at the same time" 'and so to consti tute 
the contemporary body of Canadian writing. If bp Nichol is , 

correct in his assumption that different,form~ relesse dif-, 
ferent contents, then it only stands to reason that the 

Canadian poet today is, in possession of, or at leaet in the 
proximity o:f t a body o{ Modernist aesthetics fraught with 
infini ~SSibili tiee. Out of this ferment new1 !>oetries • 
will continue ta emerge~ with new little magazines eerving 

1 

as their initial gathering place and continuing forum. 

/ 

\ 
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