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for “the locust / tree [...] as such / as such [...].”3*® How did this arrange-
ment come about?

Howe: In the whole of this book, these facing pages and the last
paragraph on page 63 would be my favorite parts. To see passages of
Paterson scribbled in pencil on his prescription pads at SUNY Buffalo’s
Poetry Collection®® was stunning. I am so happy with these two pages—
finally cutting the work down to these two manuscripts and the lines I
wrote to accompany them. Here, I don’t see the difference between po-
etry and prose. “Ask the librarian behind the desk for a cardboard box of
labeled file folders containing singular whispering skeletons. Place one
in my looking-glass hands.”**® Writing two sentences like this, after
much shuffling, feels like one of Ricky Jay’s card tricks. Gertrude Stein,
another great magician, in one of her “Lectures in America” referring to
English literature of the sixteenth century, hits the nail on the head: “It
was no longer just a song it was a song of words that were chosen to
make a song that would sound like the words they were to sing.”*!

WSH: As such—as such. This is the moment of chance that abides
within the everyday?

Howe: Yes, the miracle of chance. Beauty is chance and there is a

rigor in the quest.’? Frank O’Hara’s “In Memory of My Feelings” is
dedicated to Grace Hartigan. Midway through the poem, he comes up

388 Spontaneous Particulars, 40, 41.

339 The William Carlos Williams Collection, 1902-1960, The Poetry Col-
lection of the University Libraries, University at Buffalo, The State University
of New York: http://library. buffalo.edu/pl/[.]

'390 Spontaneous Particulars, 41.

391 Gertrude Stein, “What Is English Literature,” Lectures in America (Bos-
ton: Beacon Press, 1957), 30.

392 «Rigor of beauty is the quest. But how will you find beauty when / it is
locked in the mind past all remonstrance?’” Paterson (Book I) (New York: New
Directions, 1946), unpaginated.

223
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Artifact: Susé in Howe'’s Sactual telepathy (currently schedul’e/d for late-2018), inform my approach

to this next book, which will 7*’apt and amplify those m thods and studies to new ?eétlons about

Howe’y' works. For example /How and why do Susafi Howe’s artist books and gaflery installations

_!

engage the collaborative ﬂélds of book design, typography, engraving, lithography, and new

materialist phllosophy‘ﬂlow and why do Howe s spoken word and electrgnic musical

)

erformances transform archival materlals_ .mto public-facing artlfactu;rf encounters? How and why
does this artist’s pérsistent care and c?cern for manuscripts and sqribal practices shape dynamic

intersections an;,l’ong these kindred trafisdisciplinary and multimodal materials and methods?  /
f / /
/ /
“Colliding Phenomena”: Susan Howe's Facing Pag/@fs and Sonic Materialisms will bring
/
focused and integrated new levcls of attention to these mafters and perspectives across a’ selected

j’
number oi Howe’s key worké from 1987 to 2017 (as noted below, in my outline fo the book’s

main chapters) The book r\vill be a significant comribuuon not only to the ﬁe;ld// English and
L1terf{ ry Arts (my home Department) but also to n’ew directions in the Humanfties as shaped by the

DU’s CICLA initiatives (which I yill address briefly. belom e

7 L Author of more than thirty-five books and recipient of the 1980 American Book Award, the

—

2011 Bollingen Prize in American Poetry, and the 2017 Frost Medal from the Poetry Society of

S
Americag$ - is a prolific poet and essayist, scholar and educator, visual m:l\z UL)S*VCQ _

sonic performance artist. Howe’s transdisciplinary and multimodal works embody dialogues |
— S Ly
s

among different fields of research, creativity, and public engagement (espec1ally theatre, hlstory,

and painting) which perhaps underscores the combined influences of her mother Mary Manmng

— ocCtol
Howe (who wrote novels and plays, and had been an @##éssjon the Dublin stage); her father, Mark
— — e ——m e ——— —_——

DeWolfe Howe (who was Professor of Law at Harvard with a keen interest in American colonial

history); and Howe’s own studies of both acting (in Dublin after finishing high school) and
s — b
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painting (at the Boston Museum School of Fine Arts, where she received her diploma in 1961).

Howe often begins a composition with fragments of discourse (e.g. biographical or historical

anecdotes, literary puzzles, cultural mythologies) and then stitches those narrative threads into a_

canvass of questioning and answering, always critically attentive to the role of language asa
material, sonic, textual, and Vlsual medlator of human experlence \\_______ &
I ————— S
~J

—

During the 1990s, Susan Howe’s works of poetry and prose were numerous and yet
| radically charactenstlc'glly singular. There were at ?t eight books between Singularities (1990) ‘\] ' \ )r*
and Pzerce—Arrov?j 999), and each of those volumés gathered smaller books, discrete sequences,

individual texts# ‘;gnd ephemera. Although Howe?s earlier volumes, such as Zcret History of th

A:'SJ"

Dividing Lme (1978) and Defenestration of.ngue (1983), underscore e/?} lar poetics and pr

-

of “colliding phenomena” (“Sorting Fafggts” 341), her books published during the 1990s navigated

two significant transitions in her prQHtic career, both of which proyf:%i to be generative: a difficult
¥ -

sh}ft from analogue to digital coﬁ"ipositional practices; and an Cqﬁally challenging migration from

=2

s‘i’ﬁall press publishing (w1th presses such as North Atlantlc Awede Paradigm, Sun and Moon)

4 ’1‘,&
7/ working with Wesleyan gg}d New Directions. This dynam1c context amplified and complicated
1 F

g £
‘g Howe’s agency as a documentary and visionary poet ‘engendermg the intersections among

archival materials, composmonal processes, book arts methods, and sonic matenahsms that have

since become defining characteristics of her po,’efry, prose, and transdisciplinary nl;ﬁltimodal

% . . N e . . '
performances. My new book will 1nvest1gat§g§the arc of this key transformation;for Susan Howe’s

legacy é‘? 7
& e

Howe rediscovered her work in}j}ﬁew ways in the midst of these multimodal

¢ 114

N ;
ME/

transdisciplinary shifts. Her volumes of poetry since the 1990s combine a documentarian’s )

e ,b ?
scrupulous attention to detail, a visionary ;{deﬁ e of authorlty, and a minimalist’s care, for 3
Y



JNV\MW/(J Mf' fﬂ, M/m%a«/&u)&u/
7 o T TIT 70T 7

Susan Howe and R. H. Quaytman, TOM TIT TOT (New Yo

) Art, 2014) y // /‘

> 7.4
: Museum of j’“’:\

q
of Denver Libraties js’f / /J VZW"-\
ject of the Month / [/
hifps://dulibrariés wordpréssécom/category/historidal-objdci-of-the\mbnth/
Y L Vi —
“TANEGIBLE / Out starK oblivion”:
_-Spellbindi rror
. peott Howar
rtigent of English
h#ps:/ fportfolio.du-edu/showard
-~ e N U
DV TTT | | TOM TIT TOT is a unique letterpress volume of textual montage, visual art, and
/ collaborative design and production by Susan Howe and R. H. Quaytman, the poet’s
T A daughter. - s S

» Image of book cover here?

The unpaginated book, measuring 12 3/4 x 10 inches and hand-bound in green
— Japanese buckram by Mark Tomlinson in East Hampton, Massachusetts, was published

by the Library Council of The Museum of Modern Art in a main edition and a deluxe
edition.

gl TTT & o Image of title-page here?

Multi-faceted instances of the work first appeared respectively in 2013 and 2014 within
context of Howe’s exhibitions at the Yale Union and the Whitney Biennial. d

—
TOM TIT TOT was hand-printed at The Grenfell Press by Brad Ewing and Leslie Miller, y
— who designed the volume with Howe and Quaytman. S

e Image of colophon here?

I' £ g _
/T printmaker Bret
/ ir hges, a;[ i e th
: silkscree
— 1 erpres}@/atTh \



Image Source “Susan Howe andR H Quaytman Tom Tit Tot.” *Museum of Modern Art, 2014:
www.morna.org/learn/resources/library/council/howequaytman

The volume’s title alludes to an English variant of the German Rumpelstilzchen story
collected by Joseph Jacobs in English Fairy Tales (1890) in which these words—
“Nimmy nimmy not / Your name’s Tom Tit Tot”—break the spell. Whereas the spinning
of flax into skeins weaves the folktale’s plot, here the collaging of “words from images
twi[sted] / [f]lrom their original source / [h]istory scattered to the fou[r] [winds]” shapes
Howe’s transfiguration of texts into letterpress pages of concrete poems resembling
textiles or wordwhorls.

¢ Kate’s images of the poems here?

Howe fashioned her sixty-seven poems for TOM TIT TOT from splicings of typeset

) excerpts from a range of documents in American and British literature, folklore, poetry,

A philosophy, art criticism, and history from 1815 to 2013 as well as from Hellemstlc and
Roman sources—all of wh1ch are acknowledged ina blbhography Thisseanapks. include

fonexmplea&@ -t the-Parke Ga

/" The geographical atlases and histories of Emma Hart Willard (1787-1870), an American
v autEor educator, and civil and women’s rlghts activist, inspired Quaytman’s de51gn and

77T & images for TOM TIT TOT. Two of Willard’s visual representations, Picture o

Nations and Temple of Time, inform Quaytman’s frontispiece. Fo TOTinclades
— three more images (each untltTediny Quaytman printed by Tetterpressat T

Press, /O th‘eﬁy asil ,«be fmstaken fo a carbon typipgishegtsyor a detache 5
opagn/'n iny %ﬂ’g’ck fmoveab]e p;ge f n
tha

ott m rlg hand
corherya cpgxposs’ce/ f bprintsin white /Angthey o a nan’s fma nsa
slightly w ave}?ﬂl(nlttej/aby sf§0ck whlch S0 regembles @' windi g;zfgé th and derives
from a photoengraving i Thérése de Dillmo#At's Encyclopedza of Nee lewor (1886)

Im:{ e of baby sock here?

The fhlrd of these m/z;g\&s, appear,rng st b bibli; g%phy, echefs the artist’s
frontispiec¢. Quaytman also designe thep rn stamped in gold ¢h the bobk’s spmé’/
whi¢h was preated from a woogdblock and ade y James oopef ‘that alludes t6the

edg#s of the plyvood panels ysed in the mp051t on 6f the artl s painted and
1? ‘/‘}0

silkiscreened w, /br \ _/
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it
The poems in TOM TIT TOT emerg€ from a sequence of Howe’s residencies, gallery
exhibitions, performances, lecixres, publications, and works-in-progress (since 2010)
dedicated to the artist, Pa hek (1933~ 1988] and Iso to the collector sabella Stewart

e Image of spine here?

_.L_—————_____‘
Gardner (1840-1924) o134Pe nion.ga
E‘ i of h' AT TOA] hig lightihg the
ahd F o8 first’solo

Pg la d~Oreg onhst d a1
fifst il a diserete serifs offthé
exi) iti.T Is/evgnt wasCurg angd 'ar Shéwden.

Image Source: W. Scott Howard

Ong of the gallery’s walls arranged poems from an unbound copy of Howe’s Frolic
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SCOTT HOWAR'D Ph.D.

my the ! - 1af /, progras
prepa ed me for iy tenurestrack j 4 iged id the 199 LA/JIL
astPoeti¢s and Poetry. tion i e1ther American orEnglisl1i re of any
pel loif ogrfate compafative s;{ecmlty desirable.” I sho ave always
understood “either Atherican or Enghsh literature™ as 51gnifying both/and.

-Since arriving at the University of Denver in 1998, my teaching and public engagement,

my research, wntmg_arl_djglLbllsmng_l_l@ye m_mgeg[at_ed these fields of artistic
and cultural production: poetics and poetry; Renaissance & early modern literature and
culture; modern & postmodern American poetry and poetics; critical theory,
historiography, and digital humanities. My work celebrates ] Poetics and Poetry from the
pre-Socra -Socratics through the postmoderns, and engages the humanist legacy of praxis—that
is, grounding knowledge in forms of social ial action. My path has therefore underscored
intersections of lyric poetry and political discourse from An Collins to Robert Hayden; of
dramatic performance and cultural/media critique from Shakespeare to Johanna Drucker;
of historiography and social contract theory from Milton to the Objectivist writers.

My first published journal article, in 1996, studied Susan Howe’s a bibliography of the
king’s book, or, eikon basilike through comparative theories of gift and sacrificial
economies. That project amplified my abiding interest in Howe'’s poetry and prose. My
dissertation, in 1998, investi the seventeenth-cen English elegy as a form of
historiography, and shaped many of my subsequent publications concerning a range of
poets from Ben Jonson and Katherine Philips to Lorine Niedecker and William Bronk.
These paths of inquiry persist in my presentations and teaching, research and writing.

et 2004  my work has increasingly mcluded digital

artistic productlon inform my my open-access, peer-reviewed, M_LA indexed journals; my
edited digital collections; my poems and poetry collections, and my sonictexts. 'f_______‘}

-
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My work at DU has moved along Mns disciplinary and multi-modal paths othime—
-abev® while at the same time emphasizing the centrality of the literary work as an agent
for positive social change—poetics and praxis—within context of the materials and
methods, the lives and times of the language, the artists/writers, the primary texts and
Contexts as well as their shared moments and legacies. My concerns with book history
and 11brary collectlon development, for example, illustrate my work’s engagement wi with
materialist perspectives on individual agengy and public action."My-undergraduate and

Among the many formative experiences during my doctoral training at the University of
Washington, my Teaching Fellowship in 1996 from the Pew Charitable Trusts prepared
me to contribute to twenty-first-century academic communities that value trans-
disciplinary and multi-modal methodologies; the integration of research, teaching,

s service, and community engagement; and the responsibility of nsk-takm SO that nefv/,/’>
¥ Bk s o A S

¥ forms of artistic, cultural, and social exchange may emer
“ B, T
‘)C\/\ W 7 I ani exgited to be working in a com ity-that eémbraces these priorities. For exa am ple,
! R < my) hot dep ment’s. receﬁ mergen e as the Deparim 4 F'an) & Literafy Awts,
" signifiey oup fnderstanding : 1g ang studlg' ar§ ehriehed b their

vVital Telationships Avith othier 1elq.So creafiv;

afd ¢riti u within ag/well asacps -
insti 10na1*um durd isipn’s emérglgljg

STty ds/ i nified Collége

Arts, um itigs, d Soc1a‘LSc1ences also priori zes,tese values ql co\gabo;dtlo ! S;
dialgée and community er dgement. Wit in/thése dynami¢ contekts, Lam sgratefll for & \s
[ the bpportinity mgA orkmg with my‘colléagues n Enghsh & Litg: arypArts Emgrgent \ o =
Digitfal Practices, ang hﬂosophv for the PRA I8 injt:r,ativq" spons '33 red by @U’g,@ ter e
able

forflnnov. :I?ron in tiw‘! Liberal and Criative AFTS. Thaif_ proguam see -fr to q’u g,a"

l-

maiie lfo_collaboratlvelyd and deliveted undepirat & ?\ Ay
Ks ; S, that all 1%&: tqitr:i1 stdiscip) cntlca th cofiel fical \ §
maeih P‘E multi/médal ‘materials arjd, meads fod onnectcllrsroom learning | <
to public{facing events orksho, intertishij essiofial devElopment J"-’P ’§
trainijig, nunity d social engagement at DU and in Denver b
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“signal escapes”:
the fabric of poetry

31

“books are not seldom talismans and spells

“The uniqueness of a work of art is inseparable from its being
imbedded in the fabric of tradition. This tradition itself is thor-
oughly alive and extremely changeable.”?

“Poetry brings similitude and representation to configurations
waiting from forever to be spoken™?

Susan Howe is a poet of signal escapes,* and this is a collection of
essays from someone who fell under an enchantment with her work in
the midst of a bookstore near the Willamette River on a rainy day. T

From January 1991 to August 1993 (with the Portland, Oregon-
based documentary film artist, Vanessa Renwick),” I co-managed the
Small Press/Journals section and the dew.claw reading series at Powell’s
Books (the Burnside Store). Collection development, ordering and pric-
ing, sorting and shelving were orchestrated autonomously (often with
endearing idiosyncrasies) by the section managers during those years be-
fore computerized inventory. Our haptic and happenstance practices

1 William Cowper, The Task, vi, cited in Holbrook Jackson, The Anatomy
of Bibliomania (New York: Charles Scribner’s Sons, 1932), 24.

2 Walter Benjamin, “The Work of Art in the Age of Mechanical Reproduc-
tion,” Iluminations, ed. Hannah Arendt, trans. Harry Zohn (New York:
Schocken, 1968), 223.

3 Susan Howe, The Europe of Trusts (Los Angeles: Sun & Moon, 1990),
14; and (New York: New Directions, 2002), 14.

4 George Sheldon, 4 History of Deerfield, Massachusetts: the times when
the people by whom it was settled, unsettled and resettled: with a special study
of the Indian wars in the Connecticut valley, With genealogies, 2 Vols. (Deer-
field, MA: E. A. Hall & Co., 1895-1896), [Greenfield, MA: Press of E. A. Hall
& Co.], 1:166; and Susan Howe, Articulation of Sound Forms in Time (Windsor,
VT: Awede Press, 1987), unpaginated (np).

5 Oregon Department of Kick Ass: http://www.odoka.org/about/[.]

1

—



“colliding phenomena”:!*

factual telepathy as Editorial Poetics & Praxis

sieve-catacomb 16 A

[Blewilderment is like a dream: one continually returning pause
on a gyre [...,] the shape of the spiral that imprints itself in my
interior before anything emerges [...] For to the spiral-walker
there is no plain path, no up and down, no inside or outside. But
there are strange recognitions and never a conclusion,'®

I have vivid memories of my first moments with the Awede edition
(1987) of Articulation of Sound Forms in Time and the paradigm press
edition (1989) of a bibliography of the king's book; or, eikon basilike.
These volumes were (and for me still are) bewildering. 1 had no idea then
of what sorts of difficulty and pleasure these books were bound to bring
my way; how deeply they would sink into my life and change my world.
Their audacious, fierce, playful, and hauntingly elegiac quests immersed
my senses of perception (and visceral proprioception) in charged, helical,
unbound intersections of archives and artifacts. Looking back these

—

15 This essay first appeared as a conference presentation, ““colliding phe-
nomena’: Susan Howe’s factual telepathy as Editorial Poetics & Praxis,” Na-
tional Poetry Foundation: June 29, 2017, Department of English, University of
Maine, Orono, ME.

16 drticulation of Sound Forms in Time (Windsor, VT: Awede Press, 1987),
unpaginated (np).

17 g bibliography of the king’s book; or, eikon basilike (providence: para-
digm press, 1989), unpaginated (np).

18 Fanny Howe, “Bewilderment,” The Wedding Dress: Meditations on
Word and Life (Berkeley and Los Angeles: University of California Press, 2003),
9.
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many years later (by way of Fanny Howe’s meditations), I recognize that
path as a spiral-walker’s endless journey of uncanny wonderment.
These two small press volumes—Articulation and Eikon—were
subsequently republished, respectively, in Singularities (1990) and The
Nonconformist’s Memorial (1993). And through those reconfigurations,
the poems (and my relationships with them) were transfigured anew, fol-
lowing a radical “movement of the Same towards the Other which never
returns to the Same.”'® With some hindsight, I can see now that these
openwork texts are concrete, lyrical/social, polyvocal strophic assem-
blages of factual telepathy embodying major turning points in Susan
Howe’s materials and methods that would shape her poctics and praxis
in other works going forward, including essays such as “Encloser”
(1990), “Sorting Facts” (1996), and “Ether Either” (1998), and especially
the books, Pierce-Arrow (1999), Souls of the Labadie Tract (2007),
Frolic Architecture (2010), THAT THIS (2010), Spontaneous Particu-
lars (2014), TOM TIT TOT (2014), and Debths (2017). In all of these
—_—
dynamic works, we simultaneously experience language through both
sides of the page and across facing pages; these cross-genre, sequential
collages invite our dialogue with inter- and intra-texts—recalling the
Latin, textus—expetienced as woven compositions of radical contingen-
cies.
- By ‘radical’, I mean a fundamental concern for and critique of the

linguistic roots of reahty, and by contmgency , Imean. chance affinities
among and within, agamst and through matenais/mghb_d_s that are nei-
ther designed nor foreseen, yet p0551ble due to accidents, conditions, or
forces whether immanent or imminent. Howe’s factual telcgathy—’_en-

gaged as an editorial gesture and constitutive trope (i,
/BMM\)'——occuples physical and phenomenal territories, playing at

-

19 Emmanuel Levinas, Collected Philosophical Papers, trans. Alphonso
Lingis (Boston: Martinus Nijhoff, 1987), 91.

20 This early instance (among the first) of Howe’s typographic gestures sous
rapture occurs on [page 13] of the unpaginated Awede text of Articulation, and
echoes with a recent companion instance of emphasizing what is said unsaid:
“TANGIBLE THINGS // Out of a stark oblivion disenter”. Debths (New York:
New Directions, 2017), 49,




the edges of font and figure, sound and sense, Across and through, within
and between the pages in Articulation and Eikon (as well as in the other
essays, poems, and volumes invoked above), numerous instances (too
many to address in this short essay) may be encountered of Howe’s col-
lagist-typographic field of action.

If you’re familiar with Susan Howe’s books from the 1970s col-
lected in Frame Structures (1996) and/or with her volumes from the
1980s collected in The Europe of Trusts (1990, 2002), you might be say-
ing to yourself at this point, “Well, sure, Susan has always worked in
these ways.” And you would be correct! Howe’s poetry and prose from
Hinge Picture (1974) to The Quarry (2015) and beyond lovingly and
persistently recovers and releases “language Lost // in language / Wind
sweeps over the wheat // mist-mask on woods™?! threshing the linguistic
and material ruins of history for voices and visions, ghosts and gifts on
the brink of oblivion that could repair personal and collective traumas.
YES and yes AND YET [...] what I’m also noticing is that distinctive
collagist-typographic, polyvocal gestures of “invisible colliding
phenomena”?>—which I'm tracking here vis-a-vis the kindred notion of
“factual telepathy”?*—first emerge in Articulation and Eikon and the
other works collected in Singularities and The Nonconformist’s
Memorial—editorial/tropological artifacts that are not quite yet present
in Howe’s typescripts and published works from the earlier 1980s and
1970s, including her early word squares and watercolor broadsides (c.
1958-1973).2* To my eyes and ears, Articulation stages the first perfor-

21 “Speeches at the Barriers,” The Europe of Trusts (Los Angeles: Sun &
Moon, 1990), 99; and (New York: New Directions, 2002), 99.

22 Susan Howe, “Sorting Facts; or, Nineteen Ways of Looking at Marker,”
Beyond Document: Essays on Nonfiction Film (Hanover: Wesleyan University
Press, 1996), 341.

2 “Sorting Facts; or, Nineteen Ways of Looking at Marker,” New Direc-
tions Poetry Pamphlet #1 (New York: New Directions, 2013), 7.

24 Susan Howe Papers, YCAL MSS 338, Series VI, Art Work, 1958-1973,
Box 21, Artist’s Book, “Untitied, handmade artist’s/poet’s book including orig-
inal drawing, painting, collage, and text;” and Boxes 22-30, Drawings, “Includes
drawings/manuscripts done in series by Susan Howe, representing transitional

10
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Art in Art & Stone on Stone:*
The Quarry
»nth

m American author. ¥was born i-n—l-%élnto World

e —— ] A ———y

War Il and the rotten sin of man-made mass murder [...] Where
did the poison of racia'_l___he_ltred in American begin? Will it ever
end? Why are we such a violent nation? Why do we have such
contempt for powerlessness?*

For me there was no silence before armies [...] I wish I could
tenderly lift from the dark side of history, voices that are anon-
ymous, slighted—inarticulate.*®

Poetry is factual telepathy for Susan Howe (The Quarry, 91, 111).
By this phrase, Howe means that her writing occupies charged contra-
dictory zones among phanopoetic, physical, and phenomenal territories.
Readers will find the essays collected in The Quarry challenging and
rewarding, transgressive and transporting—mnot only for their relevance
within the scope of Howe’s work since 1974, but especially for their cel-
ebrations of rigorous creativity (in cinema, literature, philosophy, and
visual art) that regenerate legacies of violence into works of hope.
Howe’s writing searches through the linguistic and material ruins of his-
tory for voices and artifacts, ghosts and gifts that could repair personal
and collective traumas. Her essays forge eleg.i_ac passages of resistance
and rescue across the “River of battlefield ghosts” in collaborative quests
for the “River of peace and quietness” (23). Howe’s abiding care with

4 A shorter version of this essay first appeared as “Art in Art / Stone on
Stone: Susan Howe’s Quarrying” in Talisman: 4 Journal of Contemporary Po-
etry & Poetics 44 (2016): hitp://talismanarchive3a. weebly.com/howard-
howe.html[.]

45 Susan Howe, The Birth-mark: unsettling the wilderness in American lit-
erary history (Hanover and London: Wesleyan University Press, 1993), 38, 164.

46 The Quarry, 177, 181.
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(and concern for) our cultural and intellectual inheritance is revolution-
ary and redemptive. Her work is a force for social change. We need Su-
san Howe’s leamed and generous nonconformity today perhaps more
than ever.

This essay primarily concerns The Quarry, but I’ll occasionally also
refer to Howe’s companion collection, The Birth-mark—first published
in 1993 by Wesleyan University Press—which New Directions repub-
lished and released on the same day as this new volume: Pearl Harbor
Day. Legacies of disaster—of cultural, racial, and spiritual violence—of
traumas collective and personal—invest Howe’s writing with a dynamic
and austere force for recovery. As the entwined epigraphs for this essay
illustrate, The Birth-mark and The Quarry are contingent & contiguous
elegiac twins—fierce, merciful, and visionary volumes of poetic prose
juxtaposed within “the double and paradoxical nature” (The Quarry,
103) of Howe’s kaleidoscopic array of interdisciplinary and multimedia
performances and publications. This timely release of both books (in
2015) celebrates Howe’s scrupulous-aleatory research, avant-gardist
criticism, and visionary poetics since 1974, underscoring her preemi-
nence as one of the most innovative and influential American writers of
her generation and our time.

In her conversation with Maureen McLane published online in Paris
Review (2012), Howe affirms that she believes “in the sacramental nature
of poetry.”*’ And in Spontaneous Particulars (2014), Howe refers to her
artistic practice as an intuitive “sense of self-identification and trust, or
the granting of grace in an ordinary room, in a secular time”.*® How does
she accomplish such paradoxical fusions between fact and fiction, per-
sonal and political, sacred and secular realms? Howe’s volumes of poetry
combine a documentarian’s scrupulous attention to detail, a visionary’s
defiance of authority, and a minimalist’s care for dynamic relationships
between form and content, figure and ground in all media. This is also

47 Susan Howe, “The Art of Poetry: Interview by Maureen N. McLane,”
The Paris Review (Winter 2012):
http://www.theparisreview.org/interviews/6189/the-art-of-poetry-no-97-susan-
howe[.]

8 Spontaneous Particulars, 63.
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uncanny ability Ao regenerate their ;}m'ces, returning to the archival

groundwork “the silent voice of stop n stone” (218). That immersive,

- artifactual fual thisness is Susan Howe’s endmg-begmnlng

I/) a7 £ “Art in ait” .Her linguistic collages, Whlc[;a?ternate between phil-

osophj€ rigor and poetic;zp‘mre, invite our intdiitive co-creativedgency,
v \
if a bird beats the air must it oh

as ig'this defjl§ complex/passage from “Sor’l"ing Facts”: /")
—_— -—

F
\ oh must it not resound

across the moving surface of time, a dark wing the hauntedness
all that is in the other stream of consciousness. (The Quarry, 98)°!

i /
He ses her to/look for her. Esc?'pe into air from | ‘}mng
underwater, she auld be h1s motheH ghmmermg into sight

e T = R W=

‘r__d___.__ In these lines, Howe imbricates/intercalates her readings of Chris
I(' Marker’s filiy] La Jetée (1962), Laurence Oliyier’s ciner?tic production
of Hamlet reels, cartoons,

previewg of coming attracfions” (103) dyfing the 19405 at the University
Movi€ Theater in Cambridge, Massa¢husetts—among numerous other
coptextual motifs and” materials en; aged in this particular essay—in her
gearch “across theﬁnovmg surfaé% of time” for “a dark wing the haynt-
edness all that, iS in the other §tream of consciousness.” Everythlng'xuas
/ co-creative ’agency when p}aced within and against Howe’s amrmst -ma-
terialist- \;Hahst canvasses, which Juxtapase fragments into dlz;,fogues be-
tween ‘materialism any spiritualism” @! 57)—always crltlcaffly attentive
to the/ roles of langua{_ze and silence, time and space as lpedlators of hu-
man iéxpenence Howe’s poetic prose reconfigures personal and public
forms of grief expression, relentlessly and lovingly fo_l_& ing texts and con-
texts over and over, entangling her archival source fnaterials within and

948), and her glemories of watching “‘1;;,?

51 These lines have been reformatted for presentation here.
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