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FOUR POINTS TOWARD A TAXONOMY
OF SOUND POETRY

For Starters, Subhistory

Most sound poets and observers of the contemporary scene approach sound
poetry as if it were a purely contemporary phenomenon, but this neoteric view simply
does not hold up. It is true that some kinds of sound poetry are new in the sense of being
without formal precedent. But just as “concrete” and other recent visual poetries have
their analogues going back into folklore or into (for example) the Bucolic Greek poets, so
sound poetry too has its close analogues. This is natural, since it is natural for anyone who
is interested in poetry to try, at some point, isolating the sounds of poetry from other
aspects of it and to try out the making of poems with sounds more or less alone; only if
such an experiment were totally artificial could something so basic as a poetry of sound
alone be entirely without precedent. But, to start our investigation, let us consider sound
poetry not (as might be tempting) by some tight definition that gave a climactic structure
to the argument of the critic or poet who offers it — the revelation-of-the-heretofore-
unknown-truth kind of discussion — and simply use “sound poetry” as, generally, poetry in
which the sound is the focus, more than any other aspect of the work.

Three basic types of sound poetry from the relative past come to mind imme-
diately: folk varieties, onomatopoetic or mimetic types, and nonsense poetries. The folk
roots of sound poetry may be seen in the lyrics of certain folk songs, such as the Horse
Songs of the Navajos or in the Mongolian materials collected by the Sven Hedin expedi-
tion.! We have some of this kind of thing in our own culture, where sound-poetry frag-
ments are apt to be used at the ends of stanzas, such as the French “il ron ron ron petit
patte & pont” in “Il €tait une berggre,” or the English “heigh down hoe down derry derry
down” in “The Keeper.” Similarly, in black American music there is a sound-poetry
tradition, possibly based originally on work calls, which we find metastatized into the skat
singing styles of the popular music of the 1930s, in the long nonsenselike passages in Cab
Galloway’s singing of “Minnie the Moocher,” for example.

In written literature, by contrast, most of the sound poetry fragments are brief,
onomatopoetic imitations of natural or other sounds, for example the “Brekekex ko-ax
ko-ax” of the frogs in Aristophanes’ drama, or the “jug jug jugs” of the birds among the
Elizabethans. This use of sound has no semantic sense to speak of, although, on occasion,
its freshness consists of possible overlaps between nonsense and sense. Even some recent
sound poetry has an onomatopoetic element. For example, my own “Requiem for Wagner
the Criminal Mayor” is above all a structural piece, but its sounds resemble the fighting of
cats and also the so-called Bronx cheer of traditional calumny.

Some of the most interesting sound poetry is the purely nonsense writing of the
periods in Western literature when nonsemantic styles and forms were not supposed to be
taken in full earnest. One of their delights is the art with which they parody the styles of

their authors’ native tongues. Try this English example, for instance, from the Victorian,
Edward Lear:

Thrippsy pillowins,
Inky tinky pobblebookle abblesquabs? —
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YyETBIPE IHATA K TAKCOHOMUWHU CAYHJ-TIO23UH

Jlns Hauana HEMHOTO HCTOPHH

BOABWHHCTBO CAYHI-TIOSTOB H AHAJIUTHKOB COBPEMEHHOTO (contemporary)
JICKyCCTBA PACCMATPHBAIOT CAYHA-NO33MI0 TAK, CIOBHO 651 3TO deHOMEH HCKIIOYH-
TelbHO MOCHEAHEro BpeMeHH, 0AHaKo MoaobHas Touka 3peHHs He uMeeT nmoa coboil
IpouHOro OCHOBaHus. BepHo, HekoTOpble pasaensl cay}m-nosilm HOBBI — B”TOM CMBIC-
e, 4TO NM HeT (opmaiibHbiX npeuenedTos. Ho paBHo kak “koHkpeTHas” u apyrue
HampaBJeHHA BH3yanbHOI MO33uH HMEIOT aHanoru B (onbkaope unu (Hanpumep) B
Gykomuueckoil noasuu Jpesueii I'peuin, Tak H y CayHA-NOI3HH €CTb CBOM Oau3kie
[POTOTHIEL, DTO ECTECTBEHHO, OO €CTECTBEHHO XKeJaHHe N1060ro noaTa Tak WK HHave
H30MHPOBATH 3BYKH OT OPYTHX MOJTHUYECKHX 3JEMEHTOB H INOHATHO €ro CTPEMJIEHHE
nucaTh CTHXH MO-NPEHMYIIECTBY JIHOO HCKAIOUHTENBHO 3BYKAMM; JIMUIbL B TOM Cliydae,
ecni 6bl TaKie 3KCNepHMeHTh! Dbl a6CONIOTHO HCKYCCTBEHHBIM HACAMKAEHHEM, CTOJb
YKOPEHHBLUEECA SBJIEHIE, KAK MO33Hs 3BYKa, MOIJIO COBEPLIEHHO HE HMETE MpeLeleH-
ToB. HauHem ke Hallle HCCNeROBaHHE C TOro, YTO OTKaxeMmcs (Bonpeku cobnasny) oT
NpeaCTABNEHHA CAYHA-TIO33HH B Y3KHMX NEQHHILMAX, KOTOPbIE 3a[AI0T apryMEeHTALNH
HEKOTOPBIX KPHTHKOB H TO3TOB KpaiiHe 3K3aNbTHPOBAHHYIO Hanpasnel:nocrb - 3TaKOS
OTKpPOBEHHE-0-0ceNe-HEBEAOMOH-HCTHHE, — U yn?Tpeﬁnm MOHATHE cayun-'noaam
NPHMEHHTENBLHO K Taxoil IHTepaTypHO-M03TH4ECKOH 06aacTH, B LUEHTPE BHHMAHHA KO-
Topoil, MPEXKIE BCEro, HAXOAHTCS 3BYK.

Cpa3y BCIOMHHAIOTCS TPH OCHOBHBIX, HCTODIHYECKH CAOMMBIIHXCA THNA ca-
YHA-MO33HIL pa3nHuHble (ONbKIOPHBIE NPEACTABIEHHS HA 3TOT CYET, OHOMATONOITH-
yecKHe HIIH MHMETHYECKHE HAaHpPbl N M033ua GeccMbicnuubl. PONbKIOPHbIE KOPHH Ca-
YHA-N033HH MOXHO HafiTH, HANMPUMEpP, B TEKCTAX HAPOAHBIX MECEH MIEMEHH 1Haaaxo
“Horse Songs” HJIH B MOHIONLCKHX MaTepHaiax skcneauunn Ceena Xeanna.! Heuro
nogobHoe ectb H B Gonee BNH3KNX HAM KyNbTypax — 34€Ch CayHI-NOITHYECKOE HAYANO
yalle BCEro MposBiseTcs B koHUe cTpogel, Kak (paHuysckoe “il ron ron ron petit patts
a pont” B “Il etait une bergére” unu anrnuiickoe “heigh down hoe down derry derry downu
B “The Keeper”. A{)po-aMepiKaHCKas My3blKa TaKXKe 3HAKOMa C CAyHA-TIOITHUYECKOH
TpaguuHeii, OCHOBAHHOI, BIAIIMO, Ha MaTepHaNe TPYAOBBIX PEUEBOK-BLIKPHKOB 1f Tle-
pepoanBLIeiics BOOCHEACTBHM B CTHIH CK3TOBOIO NEHHSA MOMYJsApPHOI My3bIKl'l“19'30-.X
roI0B — BCIIOMHIITE, K NpHMepy, Oeccmbiciennsle pynaasl Kaba Kannoyss B “Minnie
the Moocher”. s

B nucbMeHHOH nurTepaType, HaNnpoTHB, OOMbLIYIO YACTh CAyHA-MOITHYECKHX
BKpanjeHnil cocTABNAIOT KOPOTKHE OHOMATOMO3ITHUECKHE HMHTALMH MPHPOAHBIX H
NpouHX 3BYKOB: narymause “Bpekexke xBa-a kpa-a” B nbhece ApucrodaHna MiH ATHYBE
“jug jug jugs” y “enn3apeTiiHueB”. O ceMaHTHYECKOM 3HAYEHHH 3/€CL TOBOPHTL HE
APUXOAHTCS, OJHAKO MOAOOHBIE ANMHTEPALHH AbIAT HMEHHO CBEXECTLIO NMPHKOCHO-
BeHHA cMblcna K GeccMmbicaie. Jake coBpeMeHHas CayHI-Mo33ns He niberaer oHoMa-
TOMNO3THYECKHX ApHEMOB. B3aTh Xx0Ts 6Bl MOIO NMbecy CTPYKTYPAalHCTCKOTO TOJIKA
“Requiem for Wagner the Criminal Mayor” — ee 3ByuyaHHE HalOMHHAET KOLIAYLIO APAKY
Il OIHOBPEMEHHO THNHYHO OPOHKCKYIO CBADY.

Oano u3 HanGonee MOGONBITHBIX NPOSBAEHHIT CAYHA-NO33MH OTHOCHTCA K
TOMY MEpHOAY B PasBHTHH 3amMaiHoll JHTEPATYPbl, KOIAd ACEMAHTHYECKHE CTHIM H
¢dopMmsb! elle He BOCHPHHUMATNCL CO Beeil cepbe3aHocTbio. Toraa Grino CBOEro poia
3a6aBoii NapoaupoBaTh CTHIH POAHOro aBTOpYy A3bika. BoT, ckaxeM, anrauiickuii o6-
paseu BuktopuaHckoit smoxi, n3 Sapapaa Jlupa:

Thrippsy pillowins,
Inky tinky pobblebookle abblesquabs? —
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XPA4HATCH B BENyIUHX MY3efX coBpeMcHHOro nckyccrsa. [leuataetca no maTepitanas, NPeACTARAEHHBIM
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Flosky! beebul trimple flosky! — Okul scratcha-
bibblebongebo, viddle squibble tog-a-tog,
ferrymoyassity
amsky flamsky ramsky damsky crocklefether
squiggs.
Flunkywisty poom.
Slushypipp.?

While not set up as verse and therefore not exactly sound poetry, this text is
from the period when prose poems were redeveloped, and it tropes the style of a conven-
tional polite letter of its period quite admirably. Another well-known example from its
time would be the nonsense words in Lewis Carroll’s “Jabberwocky” — “Twas brillig in the
slithy toves...” and that kind of thing. The protagonist is equipped with a “vorpal” sword,
and speculation on that kind of sword has been abundant ever since. When I was a child I
had a science fiction magazine in my possession — long since vanished - in which two
genius children invented a “vorpal” sword to protect themselves against an invasion of
creatures from another dimension, and there are currently even a literary magazine in
California and an art gallery in New York City named — what else? — Vorpal. Thus though
no meaning has ever been assigned definitively to “vorpal,” the word has become familiar
as a sort of empty word, significant for its lack of meaning and for its harmony in a
sentence of other, more semantically significant English words.

Similarly, in Christian Morgenstern’s “Gesriich einer Haussechneke mit sich
selbst,” from the famous “Galgenlieder,” a snail asks if it should dwell in its shell, but the
word fragments progress and compress into strange, decidely ungrammatical constructs;
these use a sort of inner ear and inner grammar of the German language which reveal a
great deal about the sounds and potential of that language:

Soll i aus meim Hause raus
Soll i aus meim Hause nit raus?
Einen Schritt raus?

Lieber nit raus?

Hausenitraus —

Hauserans

Hauseritraus

Hausenaus
Rauserauserauserause...?

which Max Knight has translated as follows:

Shall I dwell in my shell?
Shall I not dwell in my shell?
Dwell in shell?

Rather not dwell?

Shall I not dwell,

shall I dwell,

dwell in shell

shall I shell,
shalllshellIshalllshellIshalll...

Of course in German the last five words can be perfectly compressed into one
invented word each, which cannot be done to the same extent in English. This illustrates not
only the uniqueness of the German language but also the unique relationship between success-
ful sound poetry and the effective use of the linguistic potentialities in any given language.

When Sound Poetry Becomes Conscious of Itself as Just Another Genre

At some point around the time of the First World War it ceased to be assumed
that sound poetry could”only be used for light or humorous works or as interludes in
otherwise traditional pieces, or as something so unique that each poem appeared to be the
first sound poem in history — assumptions that seem to underlie most early sound poems.
The sense of pioneering was replaced by the sense of potential mastery, and a tradition of
sound poetry was precipitated. Implicit in this development is the even more radical
aesthetic shift which seems to have begun at this time (and to have become even more
pronounced recently, since, say, the late 1950s) that it is no longer de rigeur that a poem
must attempt to be powerful, meaningful, or even necessarily communicative (a main
assumption of the eighteenth and nineteenth century poetries). I have developed this

Flosky! beebul trimple flosky! — Okul scratcha-
bibblebongebo, viddle squibble tog-a-tog,
ferrymoyassity
amsky flamsky ramsky damsky crocklefether
squiggs.
Flunkywisty poom.
Slushypipp.?

JlaHHBI# TEKCT, MYCTh 3TO He CTHXH M HE BIIOJIHE CAayH[A-N033HfA, Ol HanucaH
B TO BpeMs, KOTZd XaHp CTMXOB B ITPO3€ MONYHHJI HOBOE PasBUTHE — i OH C Mopasu-
TeNbHBIM OCTPOYMHEM IepefaeT WAaGNOHHEI CTHIbL M3ALIHONW JTHTEPATYPHI TOH MOPHL.
Jipyroii npuMep 6eccMBICTHLE! TOIO BPEMEHH — XPECTOMATHIHbI “bapmarnor” Jlbton-
ca Kapponna: “Bapkanock. XaHBKHE WIOPBKH...” U T.A. Meuy, KOTOPLIM BOOPYXKEH
repoit, Kapponn npuoyman anuteT “vorpal”, 1 MOTOM 3THM ODYKHEM [0L30BANHCH
oueHb MHOTHE,.. Y MeHs CaMoro B AETCTBE GblI 3K3EMIUIAP HAYYHO-(haHTACTHHYECKOrO
JKypHAa — JABHO YXKE He CYIIECTBYIOLIETO, — B KOTOPOM 1B IOHBIX IeHHs n3oGperany
“yorpal”-Me4 A 3aMMTHL OT CYIMECTB M3 APYToro usMepennus; rorna xe B Kamutop-
HMM H3JABaNCsA HTepaTypHbIil xypHan, a B Helo-Hopke AeficTBoBana kapTHHHAA ra-
sepesi, HOCHBLIME Ha3BaHHue, — kakoe 6bl Bbl Aymanu? — Vorpal. HecmoTps Ha monHoe
OTCYTCTBHE 3HAUEHHS, 3TO CIOBO BOULIO B peyb Kak cBoeobpasHoe “IycToe” MOHATHE,
LIEHHOE CBOEl CMBICIIOBO} HEONpPENENeHHOCThIO M TAPMOHHYHON COYETAEMOCTRIO C ApY-
ruMH, Gosiee 4eTKO O3HAUEHHBIMH CIOBAMH.

Moxoxum maHepoMm B “Gesrach einer haussechneke mit sich selbst”, us
“Galgenlieder” Kpucrtuana MopreHuTepHa, yiuTka ClpalikBaeT, KUThb 1 €if B cBOEH
PAKOBHHE, — HO YACTH C/IOB OXMBAIOT M 06pasyloT CTpaHHbIE, AANEKO HE rpammariec-
KHe KOHCTPYKUHMH; 3TO NPHMEHEHHE, TaK CKa3aTh, BHYTPEHHEro CNyXa H BHYTDEHHei
rPAMMaTHKH MHOIOE TOBOPHT O 3BYKaX M CKPbITBIX BO3MOXKHOCTAX NAHHOTO S3bIKA:

Soll i aus meim Hause raus

Soll i aus meim Hause nit raus?
Einen Schritt raus?

Lieber nit raus?

Hausenitraus —

Hauserans

Hauseritraus

Hausenaus 7
Rauserauserauserause...}

unu B nepesode Makca Haiira:

Shell I dwell in my shell?
Shell I not dwell in my shell?
Dwell in shell?

Rather not dwell?

Shall I not dwell,

shall I dwell,

dwell in shell

shall I shell,
shallIshelllshalllshellIshalll..."

KoHeuHO, B HEMELKOM MOCHEIHUE NATH CAOB JIETKO CKIadbIBAIOTCS B OIHO,
YTO B @HITIMACKOM MOXHO CHENATh JIMIIEL C ONpPEENeHHBIM yCHHeM. 3T0 HITIOCTPHPY-
T He TONbLKO YHHUKAIbHOCTh HEMELKOTO A3bIKA, HO TAKKE YHUKAMBHBIL THI OTHOLIEHHH
MEXy KaueCTBEHHOH cayHA-moasueil U 3hdexTHBHLIM HCTIOAB30BAHMEM JIHHIBUCTH-
4ecKOro Martepuana /06020 U3 A3BIKOB.

Koraa cayni-no?sus npuxofHT K 0CO3HAHHIO ceff KaK NpPoCTo ewle 0RHOro XaHpa

B kakoii-To MomeHT nepuona [lepBoit MHPOBOii BOiIHBI CayHA-M033Ms Nepe-
CTaja CYUTATHCA NPUMETOH HCKITIOUMTENILHO JIETKHX MM IOMOPHCTHYECKUX IpOU3Bene-
HHl, cBoeoBpa3Hoil HHTepIIoAHEll B TPAAMLMOHHOM KOHTEKCTE, BMECTE C TEM HCHe3
HajleT HeMmoBTOPHMOCTH, B CHIIy KOTOPOTO KakIO€ CTUXOTBOPEHHE TAKOIrO MiaHa BOC-
MIPUHHMAJO0Ch KaK IepBas B HCTODHH 3BYKOBAs 103Ma, — NEPETEPJACh HUTB, CBA3bIBA-
lomas 60MbIIMHCTBO PaHHHX cayHAa-no3M. Ha cMeHy NepBOOTKDLIBATENBCKOMY 3HTY-
3Ha3My TpHILIEN a3apT COBEPLIEHCTBOBAHHSA, M CAYHI-MO3THYECKAs Tpapuuus obpena
CBOE pyclo.
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Parole in liberta di Marinetti
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observation more fully elsewhere,* but basically my argument is that poetries which used
means which, while not unknown, were not usually taken seriously in the West, especially
visual as well as sound poetry,® could now be accepted as valid possibilities and genres.® Thus
the “Parole in liberta” (1909) of the futurist T. F. Marinetti or the dada “Lautgedichte” of
Hugo Ball (1917), both of which flourished at this time and both of which, while they may
include elements of humor, are not particularly intended as divertissements as is, for
instance, the Edward Lear piece I cited. The cycle since then is a sort of arc of increasing
acceptance of these genres as our mentality has shifted from the normative art of power
in the late nineteenth century toward an art of experience and paradigm today. As a
measure of just how much a Ball “Lautgedichte” (a work which probably seemed quite
esoteric at the time of its composition) is accepted, one can point to the use of Ball’s “I
Zimbra” in its surprising appearance as the lyrics to a recently popular song by the punk
rock group, The Talking Heads.” The punk rock song, like Ball’s poem, opens with “Gadji
beri bimba glandridi,” which is not even anchored in the parody of any one language but is
purely without reference to any known language. This in turn evokes the possibility of an
artificial invented language, an idea which was also explored at this same time in the
Russian Iliazd’s “zaum” or the German Stefan George’s “lingua romana” pieces. In ourtax-
onomy, then, works in an artificial or nonexistent language will be the first class of modern
sound poems.?

A second class comprises works in which the joy or other significance of the
work lies in the interplay between the semantically meaningful lines or elements and those
which are probably nonsense. It is thus related to the first class, and such pieces often use
found materials collaged into the text, as it were, so that one gets either a shock of
recognition or a momentarily heightened sense of immediate, concrete reality. These
works parallel, conceptually, the early collages of Picasso or Braque with their inclusion of
newspaper fragments among the forms on the canvas, or the use of photographs by the
dadaists and such Bauhaus figures as Moholy-Nagy, or the objets trouvés of Marcel Duch-
amp. That traditional critics can still be puzzled by such works is indicated by the titles of
the contributions to a 1972 issue of “Text+Kritik” devoted to the writings of Kurt Schwit-
ters, the German near-dadaist who flourished in the 1920s and later. Sample titles: “Kurt
Schwitters’ Poem ‘To Anna Blume’: Sense or Nonsense?” or “On the Function of the
Reality Fragments in the Poetry of Kurt Schwitters,” etc.® Another such device, though
not one that fits into sound poetry, would be the “newsreel” passages of John Dos Passo’s
“USA?” trilogy, which I only mention as a parallel paradigm.

A third class might be called “phatic poems,” poems in which semantic meaning,
if any, is subordinate to expression of intonation, thus yielding a new emotional meaning
which is relatively remote from any semiotic significance on the part of words which
happen to be included. If, for example, one were to wail the words “blue” and “night”
repeatedly over a period of time, the initial function of those words to establish a frame
for the wail would soon become unimportant by comparison with the musicality of the wail

Kpuemuan Mopzemumepn.
Hounas necus poibor, 1905
o Kristian Morgenstern.

= Fisches Naclitgesang, 1905

3a 3THM CTOHT KysAa Golee panukanbHBIA 3CTETHHECKHH COBHT, KOTOPBIH, Kak
AyMaeTcs, HAuaucs HMEHHO B AAHHEIH NepHOA (H Peanu3oBancs ¢ APeAenbHOIl ACHOC-
ThIO TAE-TO ¢ KoHHa 1950-x romoB): oTmana HeoOXOAMMOCTb HANENNATb CTHXH 3HA4M-
TENbHOCTBIO, HCIOMHATh HX CMBICHA, JAXeE CBA3BIBATE MX C KOMMYHHKATHBHBIM NPOLEC-
coM (kpaeyronbHeiit kamens no3snu XVIII-XIX sexos). bonee pa3sepHyTo 3TH €006-
paeHns NpPeACTaBleHbl B APYTHX MOMX paboTax,® a CyTb HX 3aKIIOYAETCS B TOM, 4TO
pa3sHOBHIHOCTH MO33HH, HCMOb3OBABIUNE CPEACTBA, O KOTOPLIX HAa 3amaje XoTh I
3HaIH, HO OBLIN Yallle BCEro HEBHICOKOTO MHEHHS — IpEkIe BCEro, BU3yallbHas H 3BY-
KoBas M033MA," — MONYYHIH Terepb NPH3HAHHE KAK KNaAe3b BOIMOXHOCTEH M xaHpOB.®
Tax, nosBHBLINECS B 3T0 BpeMmsa “Parole in liberta” (1909) dyrypucra T. d. Mapunertn
u pagaucrckue “Lautgedichte” Xyro banns (1917) npu Bceil coeil HpoHHuHOCTH BCe-
TakH yxKe HajieKH OT TOro NopmoObis AHBEPTHCMEHTA, KAKMM SBISAETCSH, CKa)eM, LIHTHPO-
BaHHOe npon3senenue Oasapaa Jlupa. Cneaylomui BUTOK 3TOll cnupany pacluHpseT
o6nacTs pacmpocTpaHeHHs 3THX HAHPOB — TaK HAllle CO3HAHHE JENAeT CKauoK OT HOp-
MAaTHBHOTO HCKYCCTBa BIAaCTH KOHLA AEBATHAALATOrO BEKA K COBPEMEHHOMY MCKYCCT-
BY JIMMHOTO OMBITA M mapaaurMsl. KpacHOpPEuHBEIM CBHAETENBCTBOM TOMY, HACKOIBKO
ocsoeH ToT ke “Lautgedichte” Bansns (B cBoe BpeMs OH, BO3MOXHO, BOCIIPHHHMAancs
KaK COBEPIUEHHO U30TEPHYECKHH KAHP), CIYKHT YAHBUTENbHbIH (aKT 3alIMCTBOBAHHUA
ero texcra “l Zimbra” B monynspHoii mecHe coBpeMeHHol mauk-rpynnet “The Talking
Heads”.” Kak n moama banns, 31a ngcHs HauuHaeTcs ppa3oit “Gadji beri bimba glandridi”,
KOTOpasi He TOJIBKO He MapOAMPYET HeKoe HapeuHe, HO BOODLIe He NMeeT OTHOLIEHHS 1Y
K KQKoMY W3 M3BECTHBIX S3bIKOB. ITO OJHO M3 BOIUIOLIEHHH MOEH HCKYCCTBEHHO CO-
3AAHHOTO A3bIKA — MOEH, KOTOpYlo Toraa e paspabateiBann Mnbs3g co csoefl “say-
Mbi0” n Hemenl lltedan eopr ¢ “lingva romana”. B Hauueit TakcOHOMHI NPOH3BENEHMS,
HanHCaHHBIE HA MCKYCCTBEHHOM MM HECYLIECTBYIOLIEM SA3BIKE, COCTABIAIOT MEPBEIil
KJ1acc COBpeMeHHbIX (modern) cayHA-noaM.}

Bo BTOpPOM Kilacce NpencTaBleHbl TAKHE NMPOH3BENEHNS, CMbBICT H NPENeCTh
KOTODBIX MPOSABIAIOTCS BO B3aHMOAENCTBMHM CEMAHTHYECKH 3HAYNMBIX H NPEANONOKH-
TenbHO 6ECCMBICAEHHBIX CTPOK MIIH 3JIEMEHTOB. DTHM OHM COOTHOCATCA ¢ paboTaMu
NepBOro Kjacca, H 3a4acTylO0 B MX OCHOBE JIEKHT KOANAX H3 MOAPYHHBIX MaTEpHAJNIOB,
BLI3BIBAIOIIHII CBOEro Poja LIOK y3HABAHHA WM BHe3arnHoe obocTpeHHe HyBCTBA Heo-
nocpenoBaHHOM, kKOHKpeTHOH peanbHocTH. Takue npou3peseHus o6pa3yloT KOHLENTY-
albHYIO mapainens ¢ KonnaxaMmi paHHMX [Tukacco u Bpaka, koTopbie BKIeHnBanIH
o6phIBKH raszetr B H300paxeHHs Ha XOJCTe, ¢ GoTorpadueckMMH OfNLITAMH AaJalCTOB,
c ¢urypamu Bayxayca Tuna Moronu-Hans, a Takxke ¢ objets trouvés Mapcens [iowa-
Ha. To, uTo paBoTbl 3TOro Kiacca A0 CHX TMOpP NMPHUBOAAT B 3aMELIATENLCTBO TPagHLH-
OHHYI0O KpPHTHKY, IBCTBYeT H3 Ha3paHuii crareii B “Text + Kritik” 3a 1972 roa, nocss-
meHHoM TBOpuecTBY Kypra lllBuTTepca, HEeMeUKOro 1o3Ta M XyHOXKHHKa DIH3KOro
nanansMmy, KoTopslit nucan B 1920-e roael u nosxe. THnuuuse 3aronosxn: “Cruxin
Kypra lleurrepca ‘K Axne Bnym’: cMbicn unu 6eccmbicmuua?”’ unn “O ponn ¢parmen-
TOB peajbHOCTH B no33uu Kypra LIsutrepca” u T.4.° [ToxoxkuM NMPHEMOM, XOTb U
HENpHEMIIEMBIM B 3BYKOBOIl 1033MH, SBJIAIOTCSA (PpAarMeHThl “KHHOXPOHHMKH” M3 TPHJIO-
run Ixona Hoc ITaccoca “CIIA” — s ynoMHHalo o Heil UL B NOPAIKE MPOLOIKEHHS
napajaurMbt.

TpeTuii knacc MOXHO Ha3BaTh “‘(GaTHUECKMMHU NMO3IMaMH” — 3TO NO3IMBI, Ybe
CEMaHTHYECKOE COOEpIKaHHe, ecl TAKOBOE eCTh, MOAYHHEHO HHTOHauuH, 6maroaaps
4eMy POXIAeTCs HOBbIl 3MOLMOHANBHBIH CMBICT, OTHOCHTENBHO CBODOAHBIH OT ceMu-
OTHYECKOrO 3HAYEHMs CIIOB, KOTOPHIE GhIBAIOT BKIIOUEHBI B TEKCT npou3sedeHus. Ecnm,

LOONYCTHM, B TeyeHHe HEKOTOPOro BpeMeHH NMpHroBapHBaTh “cHHAf” u “HOYB”, u3Ha-



itself and residual meaning of the two words would come to seem more like an allusion than
a conveyor of meaning. One would have, in effect, an invocation without anything specific
being invoked. This is precisely the effect which one gets from the recently re-discovered
recording by Antonin Artaud of his “Pour en finir avec le jugement de dien,” which was
originally recorded in the late 1940s a short time before the poet's death, broadcast
(causing a great scandal), and then lost for many years until Arrigo Lora-Totino unearthed
it in the archives of Radiodiffusion Francaise.!® Here Artaud uses more or less conventional
words, but they are, as I have suggested, essentially allusions — or perhaps illusions, since so
few can be understood anyway. Instead Artaud’s emphasis is on high sighing, breathing,
wheezing, chanting, exclaiming, exploding, howling, whispering, and avoiding.

Poems without written texts constitute a fourth class. They may have a rough
schema or notation that is akin to a graphic musical one (and there are those who regard
a magnetic tape as a sort of notation), or there may be some general rules, written out like
those of a game, which, if followed, will produce a performance of the work. But by
comparison with the role of the written text and the heard result in traditional poetry or
in the previous sound poetries that we have discussed (except, perhaps, the previous class,
the phatic poems), they are relatively unnotated. Highlights in this class would be Henri
Chopin’s explorations of the voice by means of microphone and tape recorder, Francgois
Dufréne’s very phatic “Crirythmes” series (which, perhaps, constitute a transitory class
between the phatic poems and the unwritten-out ones), or the highly sophisticated tape
recorded poems produced in the recording studio by such artists as the Swedes, Bengt Emil
Johnson, Sten Hanson, and others.'" A very large portion of the recorded literature of
sound poetry, especially in Europe, is of this type, presumably because of the inherent
close connection between such works and audio recording as an industry. Although this is
also the class in which most American sound poetry falls, the American literature tends to
be aesthetically naive by comparison to the European (and Canadian) works. The artists
seem ill at ease with the very “performance” of their “texts.” For example, there are some
ten records in the Poetry Out Loud series, edited by Peter and Patricia Harleman, which
seem somehow like an extension of the beat poetry of the 1950s with its heavy jazz
influence, its antiformal bias, and its dogmatic insistence upon the freshness of improvi-
sation.'? There exist also similar records edited and produced independently by John Gior-
no, whose work tends to sound improvised even when it is not. These have isolated
fragments of rich material, but most are heavy-handed in their unformed iconoclasm.
Fortunately, even in America, there are exceptions such as the works of Jackson Mac Low,
Richard Kostelanetz, and Charles Stein, which are not of this sort.

The fifth class is the notated sound poem, which comprises the largest volume
of sound poetry to date. By “notation” here I am referring to the normative sort of
musical notation, in which there is some kind of correspondence between space, time,
word, and sound and some form of graphic or textual indicator of those elements. Some of
these notations closely resemble musical notations and have elaborate scores, such as the
work in the 1940s of the lettriste Isidore Isou or the monumentally complex works that
came out of Germany in the 1950s, such as Hans G. Helms’s “Golem” or Ludwig Harig's

Xyeo Baars. Kapasan.

3aykosoe cmuxomsopenue, 1917
Hugo Ball. Karawane.
Laurgedicht, 1917

KARAWANE
jolifanto bambla 6 falli bambla
grossiga m'pfa habla horem
égiga goramen
higo bloiko russula huju
hollaka hollala
anlogo bung
blago bung
blago bung
bosso fataka
iiig @
schampa wulla wussa 6lobo
hej tatta gérem
eschige zunbada
ulubn ssubudy ulwp ssubndu
tumba ba- umf
kusagauma
ba - umf

yanpHas GYHKLMA ITHX ABYX cl0B 06pa3oBaTh MEPHON PedH BCKOpE oToitaeT Ha
BTOpOIl TIAH, YCTYMNB MY3BIKANILHOCTH CAMOTO NPIHYHTAHNSA, 4 B OCTATOUHOM 3Ha-1'e-
Hitn c10B ByaeT HeuTo 6ONEe MOXOHEE HA AMIIO3NIO, HEM Ha coobueHue. B pesy{md-
Te Mbl NOJy4UM 3aKnuHaHue Oe3 npeaMera 3aKJII'lH‘2‘1HHil. TO‘l.HS) TAKOE e BrevaTIe-
e IPOM3BONHT HEAaBHO obHapyxeHHas 3amuch “Pour en finir avec le jugement de
dien” AHTOHEHa APTO B HCIOJHEHHI ABTOPA; OHA cqenana B koHue 1940-x, He3anof-
ro 0 CMEPTH MO3Ta, Bbilna B 3GHp (BLI3BAB KYTKUil cKaHAam), a 3aTeM Gbuta yTeps-
ya Ha Jonarse roasl — noka Appuro Jlopa-TOTHHO HH OTKOMAN €€ B apXuBax
«Radidiffusion Francaise”.'" ApTo ncnonesyer Gonee umu menee obuieynorpeburens-
HyIO JNEKCHKY, HO, KaK 5 yKe OTMETHII, KaX0€ CNOBO 30€Ch CYTh AJLIIO3NA — I,
MOKET, HILIO3HA — B MOOOM Ciyyae MOHATh H3 3TOTO MOXKHO HEMHOTO. ApTO aKLEHTH-
pyeT AbIXaHHE, MPUABIXAHNE, B3AOXH, HAMEBHOCTD, Mbii, BOCKNHUAHNA, 3aBBIBAKMA,
wenoThl H yMONYdHHE. )

TMosMbl Ge3 MIChMEHHBIX TEKCTOB COCTABMSIOT ueTBepThlii knacc. OHK MOryT
pacrionaraTb NPUMEPHOH cxemoii win HabopoM ycnoBHbIX 0Do3HaueHHIl, OXOKHX HA
HOTHOE MHCEMO (BBLITYET MHEHHE, UTO MATHHTHASA JEHTa — OJJHA M3 TAKHX 3HAKOBBIX
ciicTeM), HIIH OTPAHHYHBATECA H3MOKECHHEM OCHOBHBIX MPABUI, KaK Gbl CBOAOM NMpABHI
Hekoil HIPbl, CNEJOBAHIIE KOTOPBIM MPHBOAHT K HCNONHEHHIO JAHHOIO APOH3BEACHHS.
OnHAKO C YYETOM TOTO, KAK PacrpefefieHbl PO MexIy MHCbMOM M 3BYKOM B TPaAHLH-
OHHOI TI033HH MM %e B CAYHA-MO33HH MPEAbIAYLIHX KJIACCOB, 3TH NMO3Mbl MOXHO Ha-
3BaTh HeHanucauHbiMH. WX apuaiimne obpasubl — 3TO roI0COBLIE p'd3pv'dGOTKH AHpH
Lllomnexa, BHIMOAHEHHEIE C MTOMOLILIO MHKPO(OHa 1t Maruutodoua, Kpalrmeu(haﬂwﬂme
“Crirythmes” (®paucya Jliodpesa (koTopble MOKHO BBIAEIHTL B MEPEXOAHBIN kace ot
aTHHECKHX NMOIM K HEHAMHCAHHLIM) I B BBICIICH CTEMEHH H3OLIPEHHDIE CTYARMHEIC
3anucH WBEA0B beHrT OMine Moncona, Ctena Xancona u uxe ¢ Humu.'! JIbBHHAS aons
Bcex 3anmceii cayHa-moasuu, ocobenno B Esporne, npuxoaurcs Ha JIMTEPATYPY TAKOTO
THAA — BUAMMO, H3-32 BHYTPEHHEro pOACTBA 3THX paboT ¢ NpoAyKUHEll 3ByKO3AMHCEI-
paiowteit maaycTpuu. HecmoTps Ha To, 4TO GONBUIHHCTBO AMEPHKAHCKUX CayHA-TIOITOB
Toxe pabOTAIOT B 3TOM HaNpaBleHHH, THTEPATYPA AMEPHKH OTIHHYAETCH OT €BpOneii-
ckoit (1 KAHAACKON) JMHTEPAaTypbl CBOEH CKIOHHOCTLIO K 3c1",e"nrmecxiomy Ha,l;lBy. Ame-
pHKAHLBI CTOBHO Obi CMYIIAIOTC KAK ClEAyeT “HCMONHHTh” CBOH TeKCTbL”. Hanpu-
Mep, nobpsiii aecsTok 3anuceii B cepun “Poetry Out Loud” moa pepakuuei IMutepa #
TMaTpuwin TapneMaH OTYEro-To KayTCs MPOAOMKEHHEM M0331H GHTHHKOB 1950-x — ¢
ee YNOpHOil AXa30BOCThIO, AHTH(HOPMANHIMOM H JOrMAaTHYECKHM MPEBO3HECEHHEM
HMIpoBH3aLH.? PAIOM € HEMII CTOAT He3aBHcnmsie 3amuch JhkoHa [xopHo, koTopbie
HAMHPAIOT HA HMIPOBH3ALHOHHOCYh 3BYUAHNS JAKE TaM, [A€ € HeT B ripunuune. Tam
ecTb OTZENbHBIE ()PArMeHThl 61ar0faTHOrO MaTepuana, HO Gombluas Hx uacTh 06€300-
pakeHa MKOHOBOPUYECKHM rpuMacHiuaHkeM. [1o cyacTbio, H B AMEPHKE APABIIIA HME-
JOT CBOH MCKIOHUEHHSA, K KOTOPbIM OoTHOcsATcs paboTst Jiexcona Maknoy, Puuapaa
Kocrensnua n Yapns3a Craiina.

TTaTeIi Kndcc — 3TO HAMHCAHHbIE CAYHI-TIO3MBl, CaMas MHOrOYNCEHHAs ce-
rofHS MOMyAsUHMS B cayHA-mo33ui. OnpenefeHneM “HamucaHHble” B JAHHOM cly4ae
JeNalo OTCHLUIKY K HODMATHBHOMY BHAY MY3bIKalbHON 3amiCH, KOTOpas ONpeAeeH-
HbIM 06pa3oM yCTaHaBNHBAET CBA3b NMPOCTPAHCTBA, BPEMEHI, CIOBA H 3ByKa C HX
rpaduueckuM nu60 TEKCTyalbHbIM HHANKaTOpoM. HexoTopble W3 HHTEPECYIOIHX HAC
3amiceil oueHb HATIOMUHAIOT MOAOOHBIE HOTHBIE TPAMOTHL M COAEPHKAT TILATENBHO MPO-
AyMaHHblE MAPTHTYPbI: TBOPUecTBO HetTTpucta Viciaopa Mcy B 1940-e roast, MOHYy-
MEHTANLHO CoXHbIe coultHenus n3 Fepmannu 1950-x, tuna “Golem” I'anca . Xenmca
unn “Das Fussballspiel: Ein Stereophonisches Hérspiel” Jlionsura Xapura. “Das
Fussballspiel” (“HUrpa 8 gyr6on”) — 370, Kak rracut obnoxka, “CTBpCO(bOt{H‘lCCKaﬂ
panxonbeca”, 4EMY B HEMELKOM COOTBETCTBYET AOBOJIbHO PACNPOCTPAHEHHBIH TEPMHH
“hérspiel”, To ectb “nbeca-mns-cinyxa”. [Mpembepa nocneaneit cocrossace 11 anpens
1966 na paguo “Sudwestfunk” B IITyTTrapre." )

Bripouem, MOKHO MPEANONOKHTh, YTO NI000Il TEKCT, BOCMPHHATEIN KaK 1po-
H3BENEHHE HCKYCCTBA, MEPEXOHT B CO3HAHHH YENOBEKA, KOTOPBIH HE MOHHMAET CMbIC-
Na ero cnos, B Pa3pal cayHa-noam storo knacca. K mpumepy, B despane 1960 rona ua
NEreHAPHBIX HBIHE “X3MNeHHHIax” B Hblo-fiopkckoil Judson Church Kn?ec OHIIEH:
6ypr (BNOCNEACTBHH, MOMN-APTHCT) YMTAN MEPel AMEPHKAHCKOI ayauTOpHell WBENCKHi
nepeson “AneHbkoro useTouka”. Braronaps ero GesynpevHOMY NPOH3HOLIEHUIO, NyD-
JIMKa foAyuMna McueprbiBaiolee npeacTasiekne o6 opdosnun u Qouerike MWBEACKO-
ro samika. Cnywarens Tak 1 He MOHAN CEMAHTHYECKOrO 3HAYEHHA YCNBILIAHHOIO, HO
3aTO B Pe3yNbTaTE €My OTKPBUIHCh HOBH3HA M MHOTO3HAUHOCTh COBCEM APYroro miaHa.

WHoe HanpasnieHie 3TOr0 Pa3BHTHA — HCIOMB30BaHHE MPOH3BENEHH, pac-
CUHTAHHOTO HAa BOCMpPHATHE B Kakoii-unByas Apyroii noaTuueckoii cpene, ¢ UENbIO

CBOe06pa3HOro HHTEPMeAHANBHOTO nepesond. Bo3sMeM Ans npuMepa HHTEPTEKCTY 30-31
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“Das Fussballspiel: Ein Stereophonisches Horspiel.” Harig’s “Das Fussballspiel” (“The
Soccer Game”) is, as its cover proclaims, “a stereophonic radio play,” the word for which
is, in German, appropriately enough, “hérspiel” or “hear-play.” The work was first broad-
cast by Siidwestfunk in Stuttgart on April 11, 1966."3

However, it could also be argued that any rext, when it’s taken as a work of art by
a person who does not understand the meaning of its words, is conceptually transformed
into a sound poem of this class. For example, in February 1960, during a now-legendary
performance of some “happenings” at New York’s Judson Church, Claes Oldenburg (who
later became celebrated as a pop artist) read aloud to his American audience from a Swedish
translation of “The Scarlet Pimpernel.” Since Oldenburg’s Swedish is excellent, what the
audience heard was all the phatic and phonetic materials of the Swedish language. Once the
spectator gave up trying to understand the semantic meaning of the words, the result was
fresh and meaningful on another plane.

Another such development is the use of a work which was presumably designed
for an experience in some other medium in poetry, to produce a sort of intermedial
translation. For example, there is the intertextual and intermedial relationship of sound
poetry and concrete poetry. Concrete poetry is, quite roughly, the genre of visual poetry
which uses writing or the letters of the alphabet presented visually or systematically, as
opposed to visual poems which are photographic, environmental, conceptual, temporal,
etc." Concrete poetry became a widespread phenomenon in the late 1950s and 1960s.
However, occasionally the need to perform concrete poetry “live” would arise. So when
the poets would be asked to read their work aloud, they would often use the printed texts
by analogy to musical notations, thus transforming them into notated sound poems. So
close is the connection between sound poetry and concrete poetry, in fact, that many
artists have done both and, in fact, one of the first phonographic recordings of sound

poetry as such, the 1966 “Konkrete Poesie/Sound Poetry/Artikulationen,” by its very

title indicates the near-identity of sound and concrete poetry; some of the artists included,
such as Ernst Jandl, Franz Mon, and Lily Greenham, are known in both areas, and Ms.
Greenham has toured in Europe and North America with her live performances of con-
crete poetry translated into sound poetry."

Finally, within this fifth class there is another hybrid, sound poems which are
also radio plays, or which seemed designed to be heard not as a unique experience but as
part of something else, so that the sound of the words is accompanied by the meanings
from some different area of experience. One hears the text with only half one’s attention,
as one hears most radio broadcasts with only half one’s attention; this is more or less
inherent in the nature of radio, that one plays it while watering the house plants, while
driving through heavy traffic, or while sorting out the addresses in one’s address book. My
own “Le petit cirque au fin du monde” and “Ommaje” are of this subclass. The first is a
“near-play” written in French, a language I do not speak well, so that the errors in it are
part of its texture, and it was broadcast repeatedly over the public address system at the

anpHblE I HHTEPMEANAbHbIE B3AHMOOTHOLIEHIIS CAYHA-NIO33HH M KOHKPETHOMH MO33HH.
KoHKpeTHas 1033us, rpybo rosops, 3TO Noapasjien BH3yanbHOIl No33nH, OCHOBAHHLII
na pabote ¢ mucsMoM i yksamit andaBuTa B 11X BU3YalsHOM 16O CHCTEMATH3HPO-
BaHHOM BHJE, YTO OTJIHYAET KOHKPETHbIE NO3Mbl OT COBCTBEHHO BH3YanbHBIX — (hOTO-
rpadHeCKiX, POCTPAHCTBEHHBIX, KOHIUENTYA/BHBIX, TEMIOPANLHBIX I np."* Koukper-
pas 1o33ud crana B kKoHue 50-x romos u B 60-x rogax WHPOKO PacHpOCTPAHEHHBIM
apnenneM. Ho BMECTE € 3THM BO3HMKNA HEOOXOANMOCTL BPEMSA OT BPEMEHH HCMONHATD
ee “xuBbeM”. Tak uTo, MONYyUHB NpHIIALIEHHE TTOYHUTATh CBOH CTHXH Ha nybnuke,
[03Thl 4ACTO OOpAIIANNCL C OTMEYATAHHBIMH TEKCTAMH, KAK MY3bIKAHTBI — C MAPTHTY-
poit. CBa3b MEXIY CAYHI-MO33HE]l 1l KOHKDPETHOI NO33HEl HACTOMLKO TECHA, YTO MHO-
rile Ha caMOM [IeJie 3aHHMANNICh M Toil i Apyroil, a oaiH 13 nepsbiXx cOOPHIIKOB 3BYKO-
poii mo3sun “Konkrete Poesie/Sound Poetry/Artikulationen™ 1966 roma yxe caMiM Ha3Ba-
HieM (aKTHHYECKH YAOCTOBEPAET HX HAEHTHYHOCTh. HekoToprle H3 MpeacTaBneHHBIX B
HeM aBTOpoB — OpHcT Anans, Ppanu Mon 1t Jlunn I'punxam — 3apexomengosany cebs B
obenx moaTHUECKHX obnactsx, a mucc I'puHx3M obbesnuna Epporny n CeBepHyio Amepu-
Ky C HKIIBBIM HCTOJHEHHEM KOHKDETHOIl MO33HH B NEpeBojie Ha S3bIK CayHA-mod3uu.”

HaxkoHel, B npenenax 3TOro NATOro Kiacca CYLLIECTBYET elle 0AHa, rHbpua-
Has, PA3HOBHIHOCTE — CAyHA-NIO3MBI, ABAAIOLIHECS OJAHOBPEMEHHO PAAMOMbLECAMH HJTH
co3jalollne BriewaTieHne, 6yATo OHN co3daHbl ANIst MPOCAYMINBaHIg He B obocobneH-
HOM BHJE, & B COCTaBe YEro-To LENoro, MO3TOMY 3ByuaHHE cloB oborallaeTcs 3Have-
HHAMH H3 Kakoi-Hubyns npyroii cdepsl Bocnpnatha. Mbl yaenseM HX TEKCTY JHLb
MONOBHHY HALIEr0 BHHMAHHA — TOYHO TAK )K€, BIIONYXd, Mbl clylwiaeM 6OJBIWHHCTBO
panionepenay; B ONPEAENEHHOM CMbICIIE, PAAHO TaK H yCTPOEHO, YTOOBI COMPOBOXK-
1aTb Hac, Moka Mbl youpaemca no ooy, npobiipaeMcs CKBO3b MOTOKH MAaWIHH HIH
nepeGipaeM B 3amHCHOMl KHMXKKE 3HAKOMbIE aapeca. Mou “Le petit cirque au fin de
monde” 1 “Ommaje” kak pa3 u3 stroro noaknacca. Ilepeas — 3To “nbeca-ans-cinyxa”,
HarnHcaHHas Ha (PpaHLY3CKOM S3bIKE, B KOTOPOM S HE CHMJEH, TdK YTO MOH OWMOKH
CTaiH ee TEKCTyajbHbIMH JOCTOMHCTBaMHU. B mAtexknom ans Mpanunn mae 1968 roma
ee HE pa3 TPAHCAHPOBANH yepe3 NyOIHYHYIO CAPABOYHYIO cHCTeMY NpH BliHceHckoMm
yHHBEPCHTETE B HConHeHHH cTynenTos JKau-XKaka Jlebens — naeanbHele yCloBHS AN
TAKOTO pOla MBECHI.

Hrak, BOT NATE OTHOCHTENLHO COBPEMEHHBIX KllaccoB cayHi-rnoasui: (1) no-
3Mbl HA MPHAYMAaHHOM s3bike, (2) okonobeccMbicieHHbIE M03MBL, (3) (aTiueckie mo-
3Mbl, (4) He-BBIMUCAHHLIE MO3MBI H {5) O3HaueHHbIe MO3MbBI. HekoTopsie 13 ceromgHsi-
HHX MPOH3BEAEHMI!, HECMOTPS Ha HX NMPHHAMIEKHOCTh HOBOMY BPEMEHH, C OYEBHIHOC-
TbIO YKNaJbIBAIOTCH B PAMKH TEX ZPEX KJACCOB, KOTOPLIMH S OHEPTHJI 3BYKOBYIO MO-
33110 npounoro: (1) donbknopHele NpeacrapneHs, (2) OHOMAaTOMOITHYECKHE HIIH M-
metHueckie pabotsl 1 (3) nossus GeccMbICHHLbI, FOBOPALAS Ha CBOeM COBCTBEHHOM
s3bike. Tak, He BBI3bIBAET COMHEHMIl aKTyallbHOCTb M aBaHrapaHocTh rpymnst “The
Four Horsemen” 13 TopoHTO, y4acTHHKH KOTOPOIi BBICTYHAIOT H BMecCTe, H nopo3Hb. Ha
CBOMX NPEICTABAEHHSAX OHI MOCTOSHHO OOpAILAIOTCS K HAPOAHOIl HIIH MOMyAspHOI
KyIbType H HapOYHO OAEBAIOTCA B 3TAKIE 3aMbICIOBATHIE, MOUTH YTO NMCHXOAENHYEC-
KHE KOCTIOMbI, acCOLHpYIOLHecs ¢ 0OAHKOM POK-MYy3bIKAHTA — OHH Aa)Ke HMHTHPYIOT

Tpucman Tyapa.

Kazauepavma (uz “Juoa-Aasmanaxa”, 1920)
Tristan Tzara.

Calligramma (from “Dada-Almanach”, 1920)
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Ivep Ansbep-Bupo.

LA FOULE Aezendu (hpazyenm), 1918
‘ Pierre Albert-Birot.
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University of Vincennes by Jean-Jacques Lebel’s students during the May 1968 insurrec-
tion in France, a perfect environment for that piece.

These, then, are the five relatively modern classes of sound poetry: (1) works in
an invented language, (2) near-nonsense works, (3) phatic poems, (4) unwritten-out po-
ems, and (5) notated ones. Obviously some of the modern works being generated today
still fall within the three classes I described earlier in older sound poetry: (1) folk varieties,
(2) onomatopoetic or mimetic pieces, and (3) nonsense poetries which trope their own
languages. For example, there is no doubting the modernity or avant-garde credentials of
the Toronto-based group, The Four Horsemen, whose members perform both separately
and together. In their performances they allude constantly to folk or popular culture, to
the extent of wearing the kind of elaborate, almost psychedelic clothes associated with
rock and roll groups — and they even trope the style of rock and roll to the point of
listening to each other take riffs and solos and playing off each other as any tight rock
group would. Their presentations are deliberately popular and light-spirited in order to
minimize the gulf that usually exists between performer and audience in the new arts. Yet,
formally this work belongs to two of the oldest of sound poetry traditions — the folk and
nonsense traditions. In no way does this work to the detriment of their achievement, but
rather it serves to remind us of something very deep within us which sound poetry express-
es clearly when it is at its best — the love of the sound of poetry.

Some Boundaries and Nonboundaries of Sound Poetry

Now that we have examined some eight classes of things that sound poetry is, it
might be fruitful to turn our attention briefly to some things that sound poetry eigher is
not, or is not yet.

One thing that sound poetry is not is music. Of course it has a musical aspect
- a strong one. But if one compares typical sound poetry pieces with typical musical
ones, music is usually the presentation or activization of space and time by means of the
occurrences of sound. This is the nature of the most traditional Mozart piano pieces or
Irish unaccompanied airs as of the most innovative John Cage musical inventions. But
any poetry relates space, time, and sound to experience. Thus sound poetry points in a
different direction, being inherently concerned with communication and its means,
linguistic and/or phatic. In implies subject matter; even when some particular work is
wholly nonsemantic, as in the microphonic vocal explorations of Henri Chopin, the
nonsemantic becomes a sort of negative semantics — one is conscious of the very
absence of words rather than, as in vocal music, merely being aware of the presence of
the voice. Thus, for the sound poet certainly and probably for the audience as well, the
creation or perception of a work as sound poetry has to do with questions of meaning
and experience which are not essentially musical. We identify what we are hearing more
than we would if we were listening to music. We are very concerned with just who or what
is saying or doing what.

Some of the things that sound poetry has not yet become are intermedial.
Intermedia are those formal, conceptual areas of the arts which fall between already
accepted media, such as visual poetry falling between the visual arts and poetry. However
there is always a tendency for intermedia, experienced with increasing familiarity, to
become themselves new media. Thus, taking sound poetry no longer as an intermedium but
as a medium, it would be exciting if the sound poets would explore these three new
intermedia: (1) those between sound poetry and linguistic analysis; (2) those between
sound poetry and sculpture, to produce profoundly three-dimensional poetic constructs
and not merely analytical ones; and (3) those between sound poetry and the environment.
In the first of these new intermedia, we could use electronic means to apply the analyzed
sounds of one language to the conceptual structure of another to see what aesthetic effects
would be made possible. We could write English with the transformations of German. We
could generate new categories of what the linguists have called “illegal” sentences —

poK-H-poanblﬁ CTW/Ib MOBEAEHHs HA CLieHe: CIYWIAioT COJ0 APYr Apyra W pasbirpsbl-
BAIOT ONMH APYIOTO, KaK 3TO NPHHATO Y ApYy3eil no pok-rpynne. OHM yMBILIIEHHO
NIpUAEPIKHBAIOTCS NONYNAPHOI, nerkoit GopMbl MoAayH MaTepuana, YToObl COKPATHUTH
nponacTh, 0BbIYHO PA3NENAIOUIETO B COBPEMEHHOM HCKYCCTBE BBICTYMAIOLIETO U ayan-
ropHi0. POPMATEHO e MX TBOPHECTBO MPOJOJDKAET ABE ApPEBHELINE TPaIHLMH 3BY-
«OBOH 033uM — (ONBKNOPHYIO W HOHceHca. Hu B koeM cnyuae He xenaio yManHTb
JOCTOMHCTBA 3TOTO KOJJIEKTHBA, ONHAKO €r0 BRICTYIUIEHHS CIYKAT, MpPEXAE BCErO,
HarlOMHMHAHHEM O TOM, 4TO JHBET IiyboKO BHYTPHM HAC M BBIPAXAETCHA B Jy4lIHX 06-
pasuax CayHI-TIO33UH — O M06BH K 3BYKY MO33HH.

I'panuubl | “Gesrpannuba’ cayHOa-nmo33nn

Teneps, paccMOTPEB BOCEMb KI1aCCOB TOTO, YEM SIBJISETCH CayHA-N033us, 06-
paTHM Hallle BHHMaHHE Ha KOE-YTO M3 TOTO, YeM OHA HE WIH euje HE ABIAETCA. 5

Tlepsoe — My3rika. KoHeuHO, B cayHA-N033MH NPHCYTCTBYET MY3LIKAbHbIi
acnexT — eie kakoil. Ho ecnu cpaBHHTE THIHUHBIE MPOHM3BEAEHHA CAYHA-MO33MH C
THITHYHBIMH MY3BIKANBHBIMH NPOH3BEAEHHAMH, BHIACHHTCA, YTO My3bika OOBIMHO €cTh
[pe3eHTALMA WM AKTHBH3ALUs NPOCTPAHCTBA 1 BPEMEHH MOCPEJCTBOM PaclpocTpaHe-
HMA 3ByKa. DTO OOMHAKOBO BEPHO KAK B OTHOLIEHHH HCKIIOUHTENLHO TPAAMLHOHHBIX
¢opTennaHHBIX Mpou3BeneHni Mouapra HIH UPNaHACKAX HEAKKOMIAHHPOBAHHBIX
HaneBOB, TAK W B OTHOLIEHUH MCKIIOYHTENBHO HOBAUHOHHBIX MY3bIKanbHBIX paspabo-
Tok JxoHa Keiimxa. A m06aa 103318 COOTHOCHT NPOCTPAHCTBO, BPEMA H 3BYK C KH3HEH-
gbiM onbiToM, Crano GeITh, MO33Us HallelleHa B APYTOM HanpaBleHHH, Oyayud NpUHLK-
[HANBHO CBA3aHHOI C MPOLIECCOM KOMMYHMKALHH U C €€ JIMHTBHCTHYECKHMH M/unn daTu-
yeCKHMH CpENCTBAMH. DTO ONMpEXENfET caM HpeIMeT MO33HH; Jawe B TaKMX abComoTHO
BHECEMAHTHYECKHX NO3MaX, KAKHMH ABASIOTCA onbiThl AHpH 1lloneHa c ronocoM H MHK-
pohoHOM, CEMaHTHYECKas MycToTa npuobperaeT 3HaueHHe CBOETO POAA HEraTHBHOIA ce-
MAaHTHKH — MAET NpHoOLIeHne CKOpee K [IOJTHOMY OTCYTCTBHIO CJIOB, HEXENH, KaK B Cly-
uae ¢ BOKAJILHON MY3BIKOMH, K MPHCYTCTBHIO rosnoca. Tak 4TO B CO3HAHMM CAyHA-NO3Ta, a
BO3MOXHO — M €r0 ayJUTOPHH, HAMICAHHE MM BOCHPHATHE 3BYKOBOIl O3MBI HEMpPEMEH-
HO JIOJKHO KacaThCs BOMPOCOB 3HAYEHHS M XH3HEHHOTO OMBITA, KOTOPEIE MY3BIKA TMEpel
coboii He cTaBUT. MB! noHUMaeM, 4TO caeluiM Gonblue, ueM Moriu Obl, ciaywait Mbl
My3blKy. HaM oueHb BaXHO 3HATh, KTO HIIH HTO H YTO MMEHHO TOBOPHT MAM HENaeT.

OnHo M3 KayecTs, KOTOPbIMHM CAayHA-TIO33HS MOKAa He obnajaeT, 3TO0 MHTEPME-
AHANBHOCTh, MHTEpMeuiiHbl Takie GopManbHO-KOHLENTYanbHble 06/acTH UCKYCCTBa,
KOTOpbIE PACIONATaloTCs Ha CThIKE YCTONHUMBBIX H306pa3sHTENbHBIX CPEACTB, — HAMpH-
MEp, BU3YalbHas MO33MS HAXOABTCHA HA TPAHHLE MEKAY BU3YaSbHLIM HCKYCCTBOM M
nos3ueil. BpoueM, TeHAEHUHS K HHTEPMEOUATLHOCTH, K POXAEHHIO HOBLIX BHAOB IO-
CTOSHHO OIlyWaeTcs B cOMMKEHHH yke CyLlecTBYonX. Tak, eclid CYHTAaTh CaAyHA-
FI033HI0 HE MEXBHUAOBLIM 0Opa3oBaHHeM, a8 OTAENBHBIM BHAOM, TO O3TY MPEAOCTABIS-
€TCS MHTepecHelillas BO3MOXHOCTb pa3paboTaTh cnedyioliie TPH HOBBIX MHTEPMENHH:
(1) Ha mepeceueHHH CayHA-TIO33HH H JTHHTBUCTHYECKOro aHanu3a; (2) HA mepecevyeHHH
CayHA-TI033MH M CKYIBITYPHI, IIe MOrax Ol poanTbCS IIybOKO MO3ITHYHEIE H HE MEHEE
aHaTUTHYHLIE TPEXMEpHblE KOHCTPYKUMH, H (3) Ha nepeceyeHHU CayHA-NO33HH H OKpY-
skaroueit cpensl.

B mepBoit U3 HHUX MOXHO 6bU10 GBI C NMOMOIIBIO INEKTPOHHBIX CPEACTB MpPO-
aHATU3MPOBATh 3BYKH OMHOIO S3BIKA M BKMIOYHTH MX B MOHSTHIIHBIE CTPYKTYPBI JPYro-
ro, yToBbl MOCMOTPETH, K KAKOMY 3cTeTHueckoMy 3ddexTy 310 npusener. MoxHo 6bu10
66l MMCATH MO-aHINMICKH Ha Npeobpa3oBaHHOM HeMeLkoM. MoxHO Obino Obl BbIBECTH
Ha HOBBIA ypOBEHB TO, YTO JIHHIBHCTHI HA3BIBAIOT “HENEraJbHBIMH” BBIPAXKEHHAMHM, —
BBIPAXXEHHA, HECOOTHOCHMBIE HH C OOHOH M3 peanuii ¢u3nueckoro Miupa (Hanp., 3Hame-
HuTOEe “BeclBeTHRIE 3eneHble MbICTH ApocTHO cnat” Hoama Xomckoro). MoxHo 6nuto
651 310pOBO Pa3BHTL MaKapoOHHUYECKOE MHCEMO — BCe 3TH KanaMOypbl M KOKTENH u3
PasHbIX A3LIKOB, — HE IUYTKH paad, a Ans oboralleHus HAalIMX 3HAHHIT.

Bo Bropoii HHTepMenuansHOil 061acTH cayHA-TIO3MBl MOTJIH Obl MOABNATLCA B
ONpENENIEHHOM MOJIOKEHUH N ONpefeNeHHoll TOUKe MPOCTPaHCTBA, a 3aTeM nopas3u-
TenbHbIM 0GpPa30M MEHATH M TOYKY, H NMOJNOXkeHHMe. Macchl 3ByKka M cnoBa, GH3HHecKoe
MpHCYTCTBHE GONBIUIKHCTBA CIOB — 3TO MOMOMHHT Ham 6arax HOBBIMH NO3THYECKHMH
CTPYKTYpamH.

W HakoHel, TpeThs 061acTb MOXET CYLIECTBOBATH B TAKHX YCIIOBHSAX H CHTY-
alusiX, KOTOpble MBI OOLIYHO HE CBS3bIBAaEM C NMO3THYeckoii cpenoii. MoxHo Oeino b1
CO3HaTh MO3Mbl AnA GaHb, 1A 3aKaTOB, A TOTO, 4TOORI crnoapyuHee 6bno BEHIGpATh
oOHy u3 s650HB, HaKoHel. Crewiidika KaXa0ro MX 3THX MecCT nomorna 6bl HaM 3CTeTH-
3HPOBATh HALIH C HUMH OTHOLUEHHA — TaK MOAHTBA OAYXOTBOPSET BCE, HEFO HH KOCHET-
CS: MONMMTBA Ha HOYb, MOMMTBA 3d MPONABIUUX B MOpsAX. MHOrO elle pa3sHOro MOXKHO
Beino 661 COTBOPUTH B 3TOH 1 APyrux cdepax.




sentences that have no possible correspondences in the physical world (e.g., Noam Chom-
sky’s famous “colorless green ideas sleep furiously”). All sorts of new macaronics would be
worth exploring — puns and mixtures among different languages, not to be humorous but to
expand our experiences. .

In the second new intermedium poems would appear in situations and points of
space, and would move toward other situations and points of space in an exciting way.
Masses of sound and word, physical presence of more words — these things would enable
new poetic structures to enter into our experience.

Finally, the third intermedium could exist in environments and situations which
we do not normally regard as poetic. We could have poems for sauna baths, for sunsets, for
the experiencing of elections from among the apple trees. We could use aspects of those
places that would aestheticize our relationships to them, as traditionally, a prayer was
supposed to spiritualize our relationship to its circumstances — a prayer for nighttime, a
prayer for those who were lost at sea. There is a lot to be done in these areas and more.
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* Pycckuif neperon tdhparmenra:

Hano mue »uts B MOéM IoMe

He nago MHe xuTh B MOEM moMe?
XKutb B nome Mue?

Moxuth 6uITE — BHE?
Bromenemue —

Hanom

Homuenomue

Henanom
HanoMHenoMHeOMHEIOMHE...

Iepeson Cepres Muxaiinosa.



