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PAHT I 

WHAT IS CONCHETE POETRY? 

A New Poet r y 

Concret e poetry is a new and revolut i onary poetry . 

It 1Nas developed less than two de cades ago concurrently 

in Europe and South America by Eugen Gomringer , a German 

Swis s and th e Noigandres group of Brazi l ian poets (Decio 

Pignatari, Augusto de Campos, Haro ldo de Campos) . In 

onl y 15 years it has grown to be an international move-

ment. The fir st concret e poems were the result of year s 

of experimentation . Gradually ~ a poetry developed wh i ch 

had a hi gh visual impact due to a distilla tion of lan-

gua ge . This was a poetr y whi ch concern ed itself with 

the ~~Q.rs:i rather than "wo.rds , words , word s o:r express ion

istic squiggles 0
•

1 The wo:rd rat her than the l ine became 

the bas ic linguistic unit. The emotion-cha:rged , verbose 

st reams of representat i onal poetry were reduced to clear , 

l i ght, r ational s tructures in whic h the content was the 

ver y fo~m itself . Thi s reduction of language served to 

1An_ Ant_bolog_y_Qf Concrete Poetry, ed . Emmett 
Wil.liams :-TNew Yo!'k, 1967), p . vi. 

·. \ , 



expre s s a given conten t more concretely and to achieve 

'' greatf:lr f lcxibi l ity and freedom of communica t ion". 2 

Ma~sha l l McLuhan would not f ind it at a ll unusual 

2 

that this pa.:cticula :r aqe be the one in which a visually 

oriented poetry should appear . If anything, he might 

wond er why it was taking so long to be mad e known to and 

accept ed by larger aud i enc es. Concrete poetry cuts across 

the boundari es of categories. It has vi sual , phonet i c , and 

kinetic aspects . Thus it f i ts qui te comfo~tably int o a 

period wherein artists are involved in act i on painti ng, 

which is performed; in happenings , which know no separat ion 

between actor s and audience; in short , in mu lt i-med i a pro-

ducti ons of all kinds. 

In studying prin t technology ~ McLuhan disc overed that 
: •': .. : . . 

by its very nature i t tended to s eparate , divi~e an~~ c at~~ 

gorize. Obviously bure aucracies could never exist without 

the i r mi meograp hs , thei r t ypewriters and the ir pripting 

p.resses . He writ es : "The . same separation of sight and 

sound and meaning that is peculiar to the phonet:Lc a l phabe t 

als o extends to its social and psychological effects. 

Literate man under9-0es much s epara t ion of hi s imagi native , 

emotional and sense life . 
') 

" 11 
.. J be artists of this 

f -

·2tonc'i'fft ~f roet.r.Y£. · A World View, 
(' ' + li'; ] .• • ' 9(: 9) r' ' TI )..' .::iOll. , \ b.oomJ.ngi:on, .L ) . , 'J01 .. r nger, 
s·Hiir~t ion 11 , p .• ,, 69. · ·· · · · 

ed. Mary El ler:i 
tt f r om line to con-

- . . . . . . :. : 

.. 3Marshall McLuhan, On Understanding Media; (New Yo:rk, 
1964 ), o. 90. 



4 

i t as a visual success i on, the phonet ic poet offe~ s it 
/1 as an auditory succession. 11 '-' 

Content is secondary for the concre te poet. He is 

not seeking emotional release, rather he is preoccupied 

wi th ways and means of communicating rat i ona lly . He 

xef lact s the age of sc i Gnce and syn t hes is . He i s con-

c e~cn ed with st.r.uctur. e s and f orms . 11 Conten t ... is only 

interesti ng t o the concrete poet i f its spiri t ual and 

ma t eria l s tructur e prove to be intere sting and can be 

handled as language . 11 5 The manner i.n which s omething is 

said becomes more impor tant than what i s said . The poem 

is arrived at by con s cious s tudy of the material and i ts 

structure. Thu s the poet mus t acquire some distance from 

t he material. By doing t his, emotional contact with the 

content is dissolved. The poem , no longer an escape valve, 

is seen during conc eption and execution as a series of 

problems. Onc e the problems ar e solved, the ooem i s an 

ob ject in and f or its elf . 

Consequently, experimental probes are. generally con-

d ~ d 1 at h ' ca ·L - ~o:rmal l1"r es "E~. A~c1y ,_·s 0'1_·~ected uc 1:e ·, a_on_, ec .ni . , .. 1 ~ · .. ~ ..... _ .... 

4Mike Vveaver, 11 Cor1c:r et e Poe t :ry 11
, Luqano Rev . , I (1966) , 

pp. 100- 101. 
;. , ... 

:)Concret e Poetry_;_ A World View, p . 68 . .. . •, 
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towards so l ving problems of scale, movem ent, sequential 

r elat ions, time, st ami na and, above all, the i dent ifi ca-

tion of f orms. Concrete poetry is an a es the t ic movement 

in po etry, only indirect ly concerned with moxal, soc ial 

and psychological va lue s . 11 6 

Type s And Aspec t s 

There are two basic types of concrete poem : the 

constellation and th e ideogram. firs t , the constella -

t ion, whi c h Gomringer introduc ed , is the purer type of 

concrete, ~ e sulting as i t did from a dis t il lat ion of la n-

t . 1 ' h guage un· i._ -i: .. e poem could cons ist cf very f ew words and 

t he ~s.rq :rat he:r than the line became the basic structural 

unit. 11 It (the cons te llat i on) enc l oses a group of wor ds 

as if it wer e dra wing stars tog ether to fo~m a cluster ."7 

Figure l gives an example of suc h a cons tellation . 

h . .. . l ' t J: ' 952 T .is pa:rl'.icu . al:' poem aa es d.:om l • He.r e words seem 

to have been r andomly picked ou t of the air and placed in 

juxtaposit i on without an y par t icular reason. However , 

once the xeadex gets into the po em, he i s involved in a 

force f i e ld gener ated by t he interrelationship of the se 

6weave:r, "Concx et e Poetry, " p . 101. 
7concrete Poetry : A Wo~ld Viewt p. 68 . 
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Figure 1. 

Figm:e 2 . 

EXPLANATION OF PLATE I 

Eugen Gom:ringer 
ba um kind hund haus 

Timm Vlrichs 
stet s 

··~: 



Figu.r e l 

Fi g u:re 2 

" ! 
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words: Ba um Kind Hund Haus (Tree Child Dog House) . 
These ar e the building blocks . The words are made relative 
to one another by the poet as he composes his constellation: 

baum 
baum kind 

So the r ead er is asked t o supp l y the connection. What does 
tree have to do with child , and child with dog, etc . ? 
Obviously, e ach reader will call up differe nt associations 
from his personal memory bank . In the last wor d group , the 
wor.·d 11 baum 11 :reoccurs . I t i s the las t as well as t he first 
word in the poem. This suggests a circle, a magic circle 
encompassing the other 11 thought -object s 11 (Gomringt-1r's term) 
in this piece . Or , one can imagine a large tre e , dwarfing 
a house with its branches, watchino over the unfolding 
dra ma of a child playing with his dog . Of course the possi -
bilities are only limited by the imagination of the reader 
and by the fact that they must depart from the four concrete 
"t hought - objects" whic h Gomr.inger has chosen to put into 
play with each other. Constellations are re ndered outside 
the framework of "a representational syntax ( a concrete 

. . . 

syntax be ing composed of a ~eries of independent or related 
items usuaily of t he same grammatical class ). Thi s involves 

' .. :! , . " .. 
a learning process of quite a special order since material 
~· L • ce~1~ ~11v structur~d is not already organized into W11:l.Ct1 lS ~ ,_ ~ 1 

p:cobable· fo.rms like material whi ch i s natu:ra listica lly 

' 
:~. 
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structured. The presence of pattern, however, doss encourage 

a sy s temat ic approach to the serial poem, and furthers 
lear.ning by this means 11 . 8 

It should be pointed out that thes e constellations do 

not have t he same intensity of visua l impac t as the ideogram, 
which as we shal l see later, often derives its impact on the 

• ,. '• l t • k • . • I f.C v1.ewe:r r :rom cpi: ica . ric ~s, gJ.mm1c1<.s, e iects . This does 
not mea n that the conste l l at ion does not have visual quali-

tie s . It is inter esting t o compare this poem of Gom:ringer's 

wit h a page selected at random from a book of ~epresenta -

tional poetry. Th e differenc e in the p:roportion of black 

print to white space is striking . In most modern books 

there is no conscious xelationship between pr in t and page. 

However in conc~ete poet~y, even in the constellation , but 

to a greater extent in t he i de ogxams, forms (woxds) a:re 

arranged in s pace (page) o~ aga inst g ro und~ just as a painter 

conce~ns himself with negative s pac e , or the compos e:r John 

Cage concerns hims elf with silence . -So the~e is a field 

re la tionship involved. That is, the concrete poet sees t hat 

not hi nq can exist by ._itself, :that an_ object ' Or fo.:r:m on l y 

ex:Lsts in :relation t o and with .t l)e ,·space . :in .which , i.t ocou:r s 

Q 

. uwea:v~t ' p . ' 10-6 . 
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i nterrelat i onship, just as black can only exj.st in contra st 

to white and vice ve:rsa . Form and ground a.re integral, an d 

in the ident ification of these fo.rms , " -th e di s tincti on is 

made in response to a surface , which is perceived as a 
L "L .• t t ]11 9 w110. c, ins an aneous .. y • 

The pr i nted lines of repres entional verse emphasize 
·r · • .... · h t · i.. • an ex~ension J.n 1.ime, p.ione ic -...irne . The words are read 

and simultaneously heard by an inner ear . The concrete 

poem 's interrelationshi p of form and ground emphasize an 

extensi on in space; ther efor e, it i s a visual poetry . It 

is considered poetry since its point of departure is ling-
uistic. 

The i deogram i s the second type of concrete poem and 

t he one which best exempli fie s the g:rowth of f orm out of 

content . It is the compl ement of the constellation~ and 

by far, the greatest number of conc~ete poems can be placed 
in it s c a t e g o.r y . 

Timm Ulxichs is one of We s t Ge~many's second generat ion 

Cr con-:r:·ete poA+s 1~1 F.1·qu~e AL. w~ ·hav9 one of the ideoa_,r ams ,1 ~ . ..... •. . . c; - • " - - ... ...., ,, -

from his ·book .lst_~a.rt_en und s ch:reibwei sen. The wo:rd "stets" 
means~ always, ever, constantly, continually . It is an 

adverb describing duxation in s pace and/ or time . The .fact 
+ ' "' th" ' · · 11 · · h me way bark1

• 1a""a' c; ;'."IS w~ll ~na~ · is wor a is spe~ ea . ~ .e · s a . ~ " ~ - - -

. : . i·'.' ·. - · 

a ,,,.,. 
·aeaver, p . 101. 
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as forwa rds mad e it poss ible for Ulri chs to execute th i s 
ideogram as he did. Tak ing 11 e 11 as an axis, 11 t 0 s and 11 s"s 

are ~adially arr anged around it like t he peta ls of a f lowe~, 

indicatj.ng extension in space, or l ike numbers on the fa ce 
of a c l ock s ugge s t ing duration in time. As a res ult of 

the graphic e xecut ion, wh ere by form and content are fused , 
t he wo.rd 11 stets 11 become s conc:ret Ei . 

Thus the ideogram repre s ents an at tempt on t he part of 
the po et to make a picture wi th word s so that t he meaning 
i nheren t in t he wor ds becomes obvious to the perceiver . 

(Perceiver is perhaps a better term than reader when spe a king 
of i deograms . ) With the constellation the reader often has 
t o quest ion the poem to deter mine exactly what the poet 

me ant . This is not the case with the ideogr2m. I nstead 
one fin d s v e:e ba l a nd non-verbal communication taking place 

simultaneously . The.re are words, but there is a lso fo r m, 
visual structure which co~municates directly to the eye. 

Since not al l words or · groups of wor ds a llow good vis ua l 

interpret ation ~ the communi cation whi ch ta kes place by means 
of the poem is a · c ommuni cat ion of struct ure rath~r th an of 

me an i ng. 

·The cons tella tion is somehw~t limited . but thete · ar e 

innume:rable nosr.;ible v a.:ria t ions on the ideogram. In t he • l •. 

two example s s oo n s o f ar , only the visual aspect has been 
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noted. There are two mo.re i mportant tendencies to concrete 

poe t ry , the ki netic and the phone ti c . It should be under -

st ood however that these tendencies (visual, phonetic and 

kinetic) are separated for the s ake cf exami nation . In 

reality t hey are organic to a parti cular poem and oft en 

occur i n combination . 

Jn 1960 Gomringer began publ i shi ng small books of con-

cra te poetry by other poets . The series was entitled 

)S_o n k:£_et_~~.2..ie, and one of the fi:rst poets to have his works 

pub.lished t he.rein was a German Cla us B.r eme .:r. B:reme:r wa s 

involved in theatre as well as ooetry and he ' perf o~me d' 

and d eveloped his id eograms on the typewritez . Although 

the machine is l imi ted somewhat by :rigid t;pacing, B.:remer 

c hose to acc ept this and allow it to speak for hi m as well 

a s it could . 11 He use s the typew.riter to obtain effects 

tha t would be almos t unat ta i na bl e in lett erp.ress 11 •
10 

In Figu:ce 3 {":rendering the legible illegible 11 ) , we 

t, ' ' n ~ · - ~daog.r~m He~E~, -L~.·~ _i l _1L u~~ on of mo+~ on i's i ave a 1z1 . e~ 1i.. ... l~ .0 1 ..... ,_ ~~ "-'-

achieved by the ar.rangement of the words on the page . The 

· gn' t. han~ fti - ~ ai· n of the machine is set and the left hand r J.. ~ , • "' " "'' .. • OJ _ _ 

margin con t ract ed with each succeeding l i ne until the origi

na l readable statement is made illegible by the piling of 

--- ·---- --------- -

lOconcre te Poetxy : An Int 0:rnaticna l Ant ho log_)~ , ed . 
Stephen Bann, (London, 1967 ), p. 10. 



EXPLANATION or PLATE I I 

Figur e 3 . Claus Bxemer 
les bares in unlesbares 

tt , 
ucersetzen 

F,_.qur0 ~T· . E:rn~+ Ja"d -L 
~ ~ -- '· rf '' • • . . 

schutzengraben 
' ! 



Figure 3 
schtzngrmm 
schtzngrmrn 
t- t -t --t 
t-t-t-t 
grrrmmmmm 
t-t-t-t 
s-·- ----- c--- - -·-h 
tzngrmm 
tz.ngrrnm 
tzngrmm 
grrrmmmmm 
schtzn 
schtzn 
t -·t -t-t 
t -t- t ···t 
schtzngrmm 
schtzngrmm 
tssssssssssss sss 
gr rt 
grrrrrt 
grrrrrrrrrt 
scht 
scht 
t-t ~ t-t-i - t-t-t-t ~t 
scht 
tzngrmm 
tzngrmm .. . 
d-· t:...t -"t-'- t-t ~tLt !"'-(.:::.t I : . . ' ·y~ <·· 

scht 

scht 
scht\::·,, . 
scht 

.. ::;~~~·:: - ·. ~~·: 
.·. ·: ~ .. ..;: .. :;·-:::-. 

_- grrrr.rrrrrr..rr:.rrrrrrr :;~ 

;::; '.'t{~·.*f ,, . · · · ---~---· _ .. _._·_ ~-~.--..J 
Figure 4 

J.4 
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letters one on top of the other . Thu s simul ated movement 

is used to exemplify a meaning inherent in the content . 

"The action t akes place as a :result of intrinsic s t :ructu:rsl 
l l te nsion ". -

Thus the kinetic concrete poem has a second aspect 

which reinforces the visua l . The more aspects it is possi -

bl e to include in a si ngle poem, the more concrete it is 

apt to become and simultaneously the mere effective it will 

be in enticina t he oerceive.:r to oarticioate . _. I ~ • 

II 
"Schut zengraben'', Figure 4 , is a phonetic poem by 

Erns t Jandl . Jandl is a sound- poe t who continues in the 

Gexman l anguage the tradition establis hed by Hugo Ba ll, 

Kurt Schwitters and especially Raoul Hausmann, three 

Dadaists who discovered and experimented with phonetic 

poetr y . However the:re is a major differe nce betwee n Jandl 's 

work end that of the above pre cur sors. Whereas thei~ 

phonetic poems were abstrGct , his axe concrete . The abstract 

poem evinces the desire to cre~ t e a new l anguage or to 

t.ran s ce nd L:1nguage and deal only \;1i t h sound . The concrete 

phonetic poem, on the ot hex hand~ cont~xns itself with 

the wo:r.9_ and the tr ansmission df a ·· pa~ticu lar wo.rd ·in a ·· 

conc.rei:o way . H f . I Schutz~h~raben is the German word or tiencD. 

---- ----
11con~rete Poe try : An International Ant hology, p . 10 . 



16 

In this example, Jandl dissects t he word, isolatina and/or -·· 

recombi ning i t s sounds, repeating them , extending them in 

+1· n'e . .-in 0~01· nn ... t' h.i· c: .h.e c ~ ·1 ., 1·• • • • • • ~ b t ... , - . ~ oi.L:i up assoc1a1: 1ons w11:,1 corn a , 

ha sugqests the noises of battle: 

t - t - t - t machine guns 

tsssssssssss shells ove.:r head 

t:zng:rmmm explosions 

Jandl 1 s poems are composed to be performed and must be 

rc~ad out loud in o.:rde.:r t o be fully app.reciated. He is con-

cerned with exploring the full range of sounds and inf lee -

tions i nhe.:rent in the German l ang uage. His poe t .:ry is not 

solely phonetic~ si nce he tries to pres ent each text visually 

in an or i gi nal and fitting manner . 

Typography 

Concrete poetry tends to be executed in standard type 

faces rather than calligraphy or handwriting. These type 

faces can be cu t out of p~i nted materials and collaged , be 

sat by a print e~, be writ ten by typewriter , or pressed on 

with the new pressure letter sets that come in founts on 

sheets of plastic . ~ The desire for a comprehensive view 

of concret e antecedents ha s regrettably blu~red the facttha~ 

typographic exactitude , mac hine precision , is the Westexn 
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medium foJ.· pr inted poet:cy, not callig.raphy 11 .12 Some poet s 

l i ke Pound and Fene J. l os~ have f elt tha t this is a di sadvan -
t age . They wonder if the .:rigid shapes of t ype can be as 
expressive as t he f l ow of handwr i t ing and es pe ci al l.y the 
calligraphic, hi exog l yphic o.:r idc ogrammati c writin g of other 
cu 1 tu:r~e s. "Conc:ret e poet s t however, avoid handw.r i ting f o:r 
mach i ne forms beli eving that functional pr·ecisio n has it s 
own s e crets to .:r evea l 11 .l3 

The prob lems £aced by t he concr ete poet i n in t erpre t i ng 
seman t i c units visua l ly are ba s ically de si gn pr ob l ems . I i 

is no accident , therefo r e, t hat many of t he f i r st concret e 
poets were or iginally graphic ar t ists , archi tects and 
commercial designe:rs. As a des i gner the poet must know 
typography or work i n conjunct ion with a pr inter who has 
some aesthet i c sensibili t y . He must be able to l et his 
ma t e~ia l express itself typogr aphical l y . Since the visua l 
wei ght of the word must be directly related to meaning , 
the ma nipulation of form, weight and s cale of le tters and 
words is essential in pre s enting • ' 1 a poem visua1J.y . The 

t . ' Op 1C 8 .L and sf;mantic aspects should be perfect ly ba ]anc ed j 
neithe r one s txongri r or weaker than th~ other . 

, 2 
L Weaver, p . 104 . 

13Tb. " - -· ~ia . 
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Fox example, Gomringer's typogr~phic style is very 
restrained and tends t o be uniform throughout his work 
( ,. F. 1 ' CI . lQ • • ) He prefers lower case to capitals so that 
meaning is not obscur ed . The type face is neither too 

bold nor i:.oo light , thus its impact is st :rong but still of 
a l yrical quality. To print his poems with anothe ~ type 
fnce would chan9e the poet r y and no doubt damage it . Mary 
Ellen Solt comments : "Much of t he meaning in his poems, 

pa rticu lar ly spiritual content, comes through as t he r esult 
of the delicate r elationship between th e scale and we i ght 
of his l et ter s and words and t he space they cccupy ~. M 

Each poe t deve lo ps hi s own style in this regard . 

Some are bolder, some oven fl amboyant , but success is mea -
sured by what wor ks, and there is as much lat itude of 

expression as there are type faces and poet s to mani pulate 

them. ' 
II At this poi nt the typographex~poet Hansjorg Maye~ 

should be mention ed . Working out of Stuttgart he has bee n 
t he leading avant -g arde typographer •in the European concrete 
poetry movement . He has designed and published the ROT 

series, booklets of conc~ete poetry and other experimental 

1 l't 
/ 2 J . .. •conc:ret e Poetry: A Wo:r ld View, p . o - . 
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work s by the best of the younger avant - gard e writers in 

Eu:r ope -\:oday. He has also pub l ished the FUfURA series of . - ·-·--
s ing le s heet pamphl ets that unfold to l arge posters as well 

as many books and portfolios of concret e poe try. He do es 

muc h of the t. ·ypog~. o~phic i·n+e.r :rot - t• ~o .... v p ~ ·.d ion r. r concrete poe t s 

who are not we ll ver se d in typogra phy . In this work he is 

ec .: ~ 1 1 ,1 c a·rer-:u 1 no+ 1-0 es p ._1_,., .. ~., - J_ ~ - l et hi s des i gns override semantic 

elements of the poet ry. 

Ger many has a great typographic heritage stretching 

from the invention of Gutenberq down t hrough the experiment s 

and i nnovations of exuberant Dad a and the more formal and 

fu nc ti onal Bauhaus movements. Mayer is one of the contem-

por ary cu lminating points in this tr ad i t i on and is respected 

the world over by typographers, printers and artists . He 

does all of hi s wor k wit h one t ype face : lower case futur a . 
11 /i,l.l of my compos i tion s a.re constt'ucted in t he concrete 

way-- al l mate.ri al is us ed fu nct i onally . The compos iti ons 

a.r e bas ed en s erial xela t ionship s or random systems of the 

26 1c-dtex·s of the a lphabet " .15 Figure 5 is an examp1 e of 

his wo:ck. 
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EXPLANATION OF PLATE III 

Figure 5. ·" HansJorq Mayer 
untitled 



l· 
l. 
l 
r 
) 
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Figu:re 5 
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A Wor king Defi ni t ion 

It is somewhat diffi cu l t t o define exactly what con-

cre te poe try is. Any att empt that was too narrow would 

probably exc lude ma j or wor ks . Definit i ons by thei:r ve:r:v 

nature are l imiting , yet concrete poet ry tends to expand , 

t o be i nclusive, to cut acros s bou ndaries and br eak down 

categories. Howeve r t he following st atements can be 

safely mad e . ThGse st at ements are only intended to prevent 

conf usion with oth er already exi sting types of poet r y 

(re presen tat i onal, abstract) without exc luding the possi -

bility of new fo.rma l de ve l opments in the fie l d of vi sual 

poetry its el f . 

Concret e poetr y is a non-representation al, non- abstr act 

medi um of poetic expression, of which t he basic structural 

u ni t is the word r.at he.r t han t he J.ine . Because i t deals 

with reduc ed langua ge it a ll ows t he development of visual 

synta x or meter. Concret e poet ry is no n- spe cia l ized and 

s hares an interrelat ions hi p of visual , kinet ic an d phonetic 

t endenci es. 
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PAHT II 

HISTOHICAL BACKGHOUND AND DEVELOPMENT 

I ntroduction 

An y new medium of expression is usually brought un der 

attack or is completely ignoxed by academy and critics 

until a sufficient body of works j ustifies its exist ence. 
Over the last several years, more and more books of con-
crete poetry have appeared. Longer established, less 

avant-garde literary magazines are becoming interested in 

works of a concrete nature and beyond this several inter-

nationa l exibitions of concrete poetry have t ake n place in 
Europe and South America, including a l a.:r.g e one in 1968 

sponsored by the c ity of Hof, West Germany. The German 
and Brazilian influences na ve spread throughout Western 

and Ea s t exn Euxope and South America and ha ve reached as 6. .. 

far as Japan. Eve n the United States is gradually awak-

ening to the movement . 

New media are also more readily accepted if it can be 
demonstrated how they developed from already accepted medi a . 
Sinca nothing is conceived in a vacuum, concrete poetry 

" ' .;. I 1 .' h • also ha s its roots . The ri:rst concrete poe LS puo.LlS .ed 

manifestoes to inform the literary world, and an yone else 

who was interested, about t haix new discoveries in visual 
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poetry . At the s ame t ime th(~y at te mpte d to make the t r an -

sit i on from .repr e sent ational to concrete poetry more smooth 
and acc eptabl e by explaining what steps were taken in the 
discovery a nd develo pment of thi s new medium, 

Picture W.riting 

Jean-Franc ois Bo1·y, in his new book Of!ce Again discusses 
the li nk tha t writers and artists have with the past and 

t he fa s cination of the concrete poet wi t h writing i ts el f. 
11 Jn t aking its ro ots and in developing i tsel f f :r om elements 
that until t hen had not been con sider ed to be part of lit -
exature (pos t ers, si gns, milestones), Concret e Poetry has 

only gone back to the origi ns of literature, picking up a 
thin thread whic h, ... , has always been mainta i ned, from 

the cod e of Hammurabi thxough t he manuscr i pts of .the master 

cal ligraphers of t he middle ages and on ' 1116 oown ... He.re 

he is speaking principa l ly in ref e r enc e t o the ideogram. 
The man i pulation of words pictogr aphi ca lly is in a tradi-

t icn which stretches back t o the dawn of writina. .-' 

The first known form of wri ti ng was the pic togr aph . 

It was t he most primitive type of writ te n communication. 

·-·------·--'----

16 
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The pictograph is a simpl ified but direct .reoresentation 
of an object . The picture of an eye re p.re sent s an eye . 

This manner of writing mus t necessari ly remain somewhat 

limited in scope since man fe els the ne ed of go ing beyond 

t he s imple descri pt i on of ob je c t s to Gxpre ss more abstract 
concepts . W:riting is a p:roce ss of abstraction; the mor e 

it develops , the less concret e , th e mor e a bstract it 
become s. 

Th e next stag e of abstraction resulted in t he idei-

gram . Her e t here i s st il l a synthe sis of form and 

meaning , but bas i c pictogr aphs a r e combi ned or modi f ied 

in or der to .repre sent ideas as well as objects . Figu~e 6 

gives an example of pictures and i d eogrammat ic (hiero-

g l yphi c) \Nri ti ng combined on a pag e f :r:om the £gypt ia n 

Book of t he Dead. Chinese writing ceased to develop at 

thi s stage , wherea s Japanese continued to evolve a phonetic 
script equivalent to our a lphabet. 

The syllabary and the alphabet are furt her st eps in 

this proces s of abs t ra ct ion . The s yl labary i s more bulky 

than t he alphabet. Genera l ly each cons onant sound is 

combined with each possible vowel sound and every one of 

the result ant combinations is given an individual si gn. 

The alpha bet is a yet more advanced system wh erein the 
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Figure 6 . 

EXPLANAT ION OF PLATE IV 

Examples of pictures combined with id eo
g.ramma t i c w:ri t in g ( Egyptian hie;rog l yphs) 

·r' .. 

. ~ -. - ' 

"/i ! .. . ·'.~·-: 

t\~ 
·;.~·~. 
. -. .,...; 

·~_.:·:<.' 

~~i~ 
·:::;~f 

~1 
. ·.~ ~l~·'.l ~;-

·. :~f~: 

I~ 
I.::.'.;.{': 
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r p1.• 

.c.~.~;ef 8'.J .. .L 

__ , 

Figure 6 
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wr i tte n symb o ls a r e re du ced ( by split ting vo·Nels and con -

sonants) to the mi nimum number necessary to tran s lite r ate 

·the langua ge ' s sound system . This is phonetic writing . 

Cuneiform w~ i t i ng f rom anci ent Sumer of fers a good 

example of t he transition from pictographs through idea-

gr ams to phonetic writ i ng. A tab l e il l ustrating this is 

found in Figure 7 . 

Representational poetry often attempts to communicate 

some very abstract ideas whi ch are easi ly misunderstood . 

The conc:cete poet want s to mak e su re he is unde .rs tood . 

He attempts to communicat e simply and graphically. He 

needs many more symbols (forms) to do this but the resu l -

tan t ideograms are more concrete and less open ..L • • 
l O rni.sJ. n-

te.rpretation . 

Down through the cent ur ie s , call i grapher s , pr inters 

and poets ha ve experimented with embel l ishi ng w.:riting ,with 

drawing words or making p i ctures with words . They did this 

to render meaning more obvious or fox eye appeal . The 

picture poem represents the attempt to fuse verbal an d 

visual mess ages. There are many examples in various lang -

uaoes thr ouah t he cent uries, but most of them are r ather J ~ 

obscure and i ll known . Perhaos a qood exampl e wou ld be 
t --

Lewis Ca.r:rollts uMouse 's Tale" f :rom f.dvent~.:res in Wonderland. 
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EXPLANATION OF PLATE V 

Figure 7. Development of cuneiform symbols from pic
tographs to Classic Assyrian. 
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This is, of course, a visual and literary pun simultaneously , 
a pl ay on the words 11 t a l e/tai l" . Th e pun is expressed 
graphically by having t he text form a ta i l. ( See Figure 8 ) 
The way t his " t a l e " b.reak s up th<:? ·2 ve n lines of pr int is 

pleasantly s t imulating t o the eye. For this s ame re ason, 
photogra phs are used to spice up the t ext books. 

Dada 

The Dada moveme nt was s ignificant i n s everal ways i n 
the de ve l opment of concr et e poet r y. Be s i des a few specific 
con nectio ns , t he most important influence Dada had was the 
spiri t of scept i ci sm and experimentation t hat i t f ostered . 
Without t he di s s at i sfact i on wi t h recres entational poetrv ( . , 

and the wi ll ingness to sear ch out new f orms , concrete 

poetry wou ld not have evolved . 

Dad a was an iconoclast ic movement which bega n in a 
cabaret (Cafe Voltaire) in Zuri ch in 1916 . The poet s and 
ar tist s of the mov ement br oke from tradi t i on and through 
the i r a rt ~ which they cal led "anti - art 11

, ridicu led and 
c astigat ed a diseased societ y . Due to their explorations, 
many new med ia wer e discovered or have s ince bee n developed. 
Among thes e are : collage, montage, act i on painting , phonet ic 
poet:r y , concre t e ar t , found object art. , automatic wxiting , 
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EXPLANATION OF PLfa.TE VI 

Figure 8. Lewis Carroll 
The Mouse's Tale 

Figure 9. Apollinaire 
untitled calligramme 
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Fury said to 

a mouse, That 
he met 

in the 
house, 
'Let Us 

both go 
to law: 

I will 
prosecute 

you.
Corne, I'll 

take no 
denial; 

Wt. must 
: have a 

tri~I: 
For 

tt411y 
tblt 

Figu.:re 8 
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the envi ronment , the happening and others. The Dadaists 

fostered a p~ocess rather than a product orie nt ed art . 

Ha ns Ri.chtr~:r, one of the o:r· igin a l Dadais t s wrote: "Dada 

wa s not an artistic mo vement in the accepted sense; it was 

a st orm that broke over the world of ar t as t he war did 

over th e nat ions . It came without warni ng , out of a heavy , 

brooding sky , and le f t behi nd it a new day in which the 

stored up energies released by Dada were evid e nced in new 

forms , new mat erials, new idea s , new directions , new people --

17 and in 1Nhich they addressed themse lves to new people" ·-

Gu i llaume Apollinaire, a le ader among avant - garde 

French writers dur ing the firs t wor ld war was peripherally 

i nvolve d i n Da da . He publ ished hi s se cond volume of poe try , 

entitled ~2._l liorarnme..§_ in 1918 . As a poet he was prima:rily 

co nc erned with the sound of words , but he also t hought tha t 

their visual arrangement on the page could aid in conveying 

meaning or make a more exciting deliver y . Most cf hi s 

ca lli grams were scri bb l ed on odd scr~ps of paper such as 

telegraph fo rm s . Figure 9 is an example of a dove and a 

fountain . His pictu~ e poems were an ins piration to 

typographer s ~ although t hey pres ented some di ff i cu lt ies 

17bada : Art and._ AQ~ti::_a:rt~ (West Ge:rmany, 1965L p . 9 . 



35 

because they were handwritten. The•.,' were aonreciatad . ,- . 

immediately by the Dad ai st s who knew him. 

One evening in J une of 1919 1 Hugo Ba l l introduced 
abstract phonetic poet r y into the Dada moveme nt . Th i s 
toc k pl ace at the Cafe Volt aire. lhe event was so novel 
that the aud i e nce wasn 't even aware that something new 
and d i fferent had taken place. All they heard was a se r ies 
of strange sounds, La te r a whole eve ning was devoted to 
this new medium. Ba l l, Raoul Haus mann and Kurt Schwi tter s 
wer e t he pr inc i pal Dada i s t s int eres t ed in abst r act pho-
netic poetry . 

Abs t r act poetry is, in a s ense, the des ire to creat e 
a new language . Hausmann wrot e: "When language becomes 
petrified in the academies, i t s true spiri t ta kes refuge 

.. ld l • .L ll 18 among chi ren ano mac poe~s • Abstract poetry is not -~ 
concerned with meaning . It r emain s poetry accord ing to i 

its rhythm and flow , but i t i s abs t r act and di vorced f r om 
mass age . It is simult aneousl y phoneti c, intoxicated with 
sound. Thesa poems we~e compos ed to be read aloud , to be 
p e.r fo :rmed . Figur e 10, "Karawane", is one of t.he f irs t 
abstract phonetic poems . ..,. , 0 1.:..7 ..L n J. 7. , Ball wrote the following 

---------------------
18'.J. h. ,,ic :te.t' t p . 119. 
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EXPLANATION OF PLATE VII 

Figure 10. Hugo Rall 
Ka.rawane 
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Fi gur.e 10 
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no t e i n his diary on t he subject of phonetic poet ry : 
11 I n these phonetic poems we want to ab andon a langua ge 

r avaged and la i d bare by journalism. We mus t r eturn to 

the bas i c Alchemy of the Word, and leave ~ven tha t behind 

us, i n o:rder to keep s af e fo::r poe t.r y its hol ie st sanc:tua.ry 11 •
19 

It was fx om t hese early abstract t phone tic poems that 

t he Aus t ri an poet Jand l got t he original impet us to experi 

ment with sound poems and eventually to develop his own 

concre t e phonet ic poet r y . 

Dada wa s ins t rumenta l in revolut i onizing tyoography . 

Dissat isfi ed with the end le ss miles of ugly grey page s that 

roll ed ~!l masse off the p.rinting p:resses , t he y began mixing 

and juxtapos i ng all sorts of type f ace s. Surpris e and 

chance were t he major elements in their composit i ons . Some 

extr emely striking and r efreshing posterst magazines an d 

bo oks ensued . (See Figures 1.0, 11) From these original 

carniva ls of print more se~ ious wor k was to evolve . 

Dir ectly re lated t o the phonet ic poetry mentioned above 

was some of Hausmann ' s typograph i cal exper imentati on . I n 

~h h ne t1' · o e ~ a'u:r~.+_ion --~n t i"me was ~s i mportant as the L _ e p. o · . c p r,1, '" ,, ~ .. o 

sound pr oduced and Hausmann exper i mented wit h breathing and 

with the durat ion of pauses as well as words or s ounds . 

19 
... R' ht 42 , i c :..: er, p . • 
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EXPLANATION OF PLATE VI II 

Fi.gu:re 11. Sample of Dada typogxaphy . 
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He was, furthermore, concerned with developing a way of 

Put ~L: i" n g t h,,e. p~. on.e~L~C h~em cJO'N'n o- pape· - ~ c · t ' ! ' .i.. j-' v · J ' • : I . . .;,.' ' 0 S <..< 5 , l' J. P 1:: 0 

gu i de performan ce . He tried to express t he sounds typo-

.., .,,,-0~1 -·Lc-- lly He ·~·:r:· ote · 11 T .11'.--'.01 use. d le·~t·e.v· ~-.- v~f vc--·"y-.L0 ".g ~) •L V, f • CJ... • - " , _ c;. 1. • "'- ·' "- l < 

sizes and thicknesses whi ch thus took on the character of 

mu s ical nota tion. Thus the optophonet i c poem was born. 

The optophonetic and the phone tic poem are the first st ep 

towards totally non-repre senta ti ona l poetry, abstract 
r-o 

poetry 11 . L Figu~es 12 and 13, K' perioum, demonstr ate one 

of his optophonatic poems ; f i .:rst in handwriting , then set 

in type . 

Th is attempt to express content t h:c oug h fo.:rm (aithough 

at a naive stage) was to develop and mature in the works 

of the modern concrete poet s who lean heavily on typography 

in their medium . In Dada ' s experiments with typogra phy , 

sh ape Gnd me aning ho gan to me:rge . "Text and its typog:raph-

ical expression became ins eparable; substance and i ma ge 

belonged toget her ... The reader had to lear n t o treat 

nothing discernible in the text as unimportant; this meant 

scanning t he text hencef orward, j u st as car efu lly as a 

l 
•• -1- It 21 

p.~c ~ ure . 

20Ric htor, p . 121 . 
21~ . ( ~stro nau~s of Inner Space , ed . Jeff Berner, Sa n 

Francisco, 1966; , p . 16 . 
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Fi ~JUlte 12. 

Figuxe 13 . 
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EXPLANATION OF PLATE IX 

Raoul Hausmann 
K' perioum (handwrit te n) 

K'pe.ri cum 
(types et ) 

...... · . 

. ·: 

:,:-

' . 

. ' ~ 



Fi gure 1.2 

. ' 

i 
i 
I 
i 
j 

. J 
! .. ; 
I 

43 

Figure 13 



' 
~ 
~ ;. 

' 

4~. 

Concrete Poetry 

Concrete poetry deve loped simu ltaneously in Europe and 

South America dur ing the fifties. The two l anguages in 

wh i ch most of the early concrete po em s were wri tt en were 

German and Portugues e . In Europe, during the early years, 

the movement was strongest in the German speaking part of 

Swi tzerl and , i n Austria and i n West Germanv. . ; 

in Ulm (German y) a meeting took place at the Hochschule 
ti 

f ux Gestalt ung be twee n Euge n Gomringer and Decio Pignatari . 

Go rn.ringer was Swiss and Pi gnat ari, 8:r azi l ia n . They were 

both interested in concrete art and the att empt to apply 

its orinciples to the written word . They had both com-

posed poetry in a concrete vein . AftGr comparing notes, 

they recognized the r elatedness of the ir work and the fact 

that constructivist poetry was gaining an int er na t ional 

interest. They agree d to call their wo~k concrete and with 

this me eting t he int ernational movement of concrete poetry 

was off icially recognized . Th e first concrete poets 

turned away fxom emotion- laden, cliche - ridden, r epr es en-

tat i onal poet ry and attempted to transcend the problem of 

creating new poetry from tired language by concentrating 

on foi·m. Th<:iy felt that · 11 the old q.:cammatical - syntactical 



structures are no l onger adequate to advanced processes of 
thought and communicat ion in time 11 •

22 In Brazil, in 1958 , 
Pignatari and other Brazilian concrete poe ts published a 

11 as s uming that the histoJ:ical cycle of verse (as formal 
rhythmical unit) is closed, concrete poetry begins by 
being aware of graphic space as a structural agent 11 •

23 

With these manifest statements re presentational po etry 
was left behind and the princi pa lly vi sual quality of 
concrete poetry was recognized . 

Euge n Gomringer is credi ted with being the fathe r of 
concxete poetry . His poems are concrete in the purest 
sense. Although ooets in other countries were experimenting 
with concrete techniques in the early fifties, Gomringe:r 
was unawa:re of them as he published his fir s t £2.Q.Stellation 
in 1953 and his first manifesto f r om line to constellation 
in 1954 . The first poet to have a major influence on 
Gom:ringe:r in his sca:rch for a new style of poetic expr e s s i on 

h ·- · p- · - · ' A H 1 ( 1 86~- i 929) 
t e t.as't ..1.: us~i.an poei: .t'no .o •. z _ . , ..., - _ . Holz 

had broken away f r om traditional me ters and structures . His 
work, no doubt, impressed Gomringe r bec aus e of the freedoms 

··------·-··------
22

concret e Pcgt .r y : A World View, pp . 7 - 8 • 
23 

Wea ve:r. , p . 122 . 
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Figu:r e 14. 

Figure 1~). 

EXPLP1NATION OF PLATE X 

Arno Holz 
" Draussen die Dune 

Eugen Gom:ringe:r 
du blau 

Figure 16. Eugen Gomringer 
wind 
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Drau.Ben die Di.inc. 

Einsam .das Haus, 
cint6nig, 

ans Fenster 
dcr Regen. 

Hinter mit, 
tictac, 

cine Uhr, 
meine Stirn 

gcgen die Scheibe. 

Nicht~. 

A.Hes vorbei. 
; 
· Grau dcr Himmel, 
f • grau die Sec 
i. und grau 
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he had t aken with la nguage. Figure 14 is the selection 
, . Dtr "D:r:aus s en aie une 11 from Holz ' s book Eha.utas~_§. . 

This poem draws a picture . Ignoring traditiona l con -
cepts of li ne, rhyme and meter, not a superfluous word is 
used. Simple, exact verbal strokes sketch the mood of a 
rainy day, cf isolation, the passage of t ime, of melan-
choly within and without . Small details are rendered 
crystal clear. Instead of reading a description of the 
clock, one hears it: t ic tac I e in e Uhr. The words tend 
to be precise and concrete . 

This poem is obviously a major step in the direction 
of concrete poetry a lthough according to concrete standards 
it would stitl be considered verbose and Holz hasn't yet 
achieved enough distance f r om his subject to remain free of 
emotion as is obvious f:rom words like 11 e insam 11 , " eint~nig " 
and 11 grau 11 I "das He:rz" . Apparent also is the fact tha t 
Holz is still representing the outside wor ld in the poem 
rather than letting it be its own subject . 

The poem also r.as visual qualiti es . Tl:adition'.ally 
verse is lined up in r elation to the left hand margin of 

II . l " d 
-the page . I.n "D:raussen die Dune 11 the ines are arJ:"ange 
about a centrai axis~ thus set ting off long and short lines 
as well as verses and .r esulting in a series of pleasantly 

abst:ract ' snapr:!s. 
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Gomringer had also become aware of concr ete art . Ha 

was acquainted no d c ub t with the wo.i.' ks of Hans Arp, 

Moholy-Nagy, Piet Mo nd:ri an and the co ncret e a:rtists asso-

ciated wi·th the Bauhaus movement. Fuxthermores he be came 

personally acquainted with a group of concrete painters in 
Zuxich duri ng the war years. 

Hans Arp, an Alsatian, was a concrete artist concerned 

with natural forms more than ge omet ri ca l harmony a s Mondrian 

was . He did not represent or abstract fro m nature however , 

but allowed natural f orms to become concrete in his mind. 

He once wrote : 11 nous ne voulons pas copie.r· la natu:re . 

nous ne voulons pas reproduire. nou s voulons produi re . 

nous voulons produire cornme une plante qui pr oduit un f rui t 

et ne pas repr oduire . nous voulons produi.re di xectement 

et non par truchement. comme i l n ' y a pas la moind:re trace 

d ' abst.r~ction dans cet art nous le nommons : 24 .art conc:ret ". 

Gomr inger visited severa l exhi bitions of concrete _ art 

in post war Zurich, wrote a r eview about one of them , and 

met Max Bill , a German concrete artist and critic, whose 

secretary he latex became at Ulm . Bil l, who interpreted 

Kandinsky and many. of the concrGte artists , had a major 

i n f l ue nc e . on Gcm.ri nge.r . 

24o r1 ~ 1•i ~-1\/!_,_y oay, (N ew Yo.:r: k, 1948) , p . 98. 
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Between 1950 and 1952 the poet had two rather unp.:ro -
ducti ve years. These were t ransitional years, during which 
he pas s ed fr om re pres entational poetry to his constellations . 
Thi s came about after a 11 lengi.hy study into the presenta-
tion of s cri pt on t he . 25 page ". - His f irst constellation was 
written in 1952 and a year la t er he published Kon§_:t_ell<i,lionel}, 
his fi.r st book. 

I n Figure 15, the poem 11 du b.lau" (thou blue) from the 

year 1953 demonstrates well enough the formal diffe~ence 
between Holz's poem in which we recognized con crete ten-

dencies and t he pure l y con cret e constellation. A large 
amount or .:reducti on has taken place. The stl"uctu.ral ef fe ct 
of repetition is utilized a s well as serial order rather 
than normal s yntactic order . Here a cluster of colors a:re 
att ract ed to th e pronoun "d u". This is a warm concret e 
poem , much warmer than most . One se es the moods af the 

person addressed, symbol ized by co lors, happy moods , sad 

moods, but final ly , when all the moods have pas s ed , it is 

the warm, personal "du" t hat rema ins. 

Gom:ri nge .r :reduced language st i 11 fu:rt her unt i 1 he was 

able to create poems from a single word. Then, of course, 
the lett ers become the structural unit s to make up the 

--------------
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enti ty of t he word- poem. Wit h this reduc t ion it was neces s ary 

to experiment with graphic s pace. Since pr inting a s i ngle 

word on a page in an ort hod ox manner wou ld hardly be con-

s id ered a poem, the co nf i gura tion of a single word poem 

must be quite expressive. Just such a poem is "wi nd" in 

Figur e 16. Printing this word so that i t can be read in 
·1 '. t. (ti t t 1 t 1-. • f . . ' se ve r a .. 01.:re c .. ion s .1e s ·:cue .u:r a ec11rnque o inve:r s1onJ 

and l eaving ple nty of white space, it is give n an ether eal 

quali ty whic h captures somewhat t he na tu.re of wi nd. 

Hi s work i s r ead ily se en as related to concre te ar t in 

its precision and clarity. The techni ques he uses a~e 

con stru ctivis tic , structures ens ue f~om content and there 

ar.:? no rules of c onstruction imposed f::r.om outside. 11 Eve:r:y-

th ing comes fr om the material : a design (or system ) organic 

to th e word as a mater i al object , its i nherent massage , and 

the spa ce it occupies, which can be utilized as semantic 

con·:ent 11
• 
26 

In 1954 , Ciom:ringe r published the manifesto f!_om _l in~_to 

constellation , in which he gave the ! aison d'etre for concrete -----·---.---..--... 
poetry . I n it he ment i ons the compression of language whic h 

is taki ng place in our modern graphic cu lt ur e. He points 

out that simplif i cation and compression ha ve always been an 

26concxete Poetrv : A World View , p . 10 . 
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essential element of poetry . "The ai m of the new poetry 
is to give poetry an organic function in society again, and 
in doing so to r estate the position of the poet in sotiety". 27 

No longer should the poet be writing for other poets but for 
people in general and he feels that this can come about 
since the underst anding and appreciation of concrete poe try 
r equires no extensive literary txaining. In regards to the 
constellation he states : 

"The constellation is the simplest possible 
kind of conf igur ation in poetry whic h has for i ts 
basic unit the woxd , it enc l ose s a group of words 
as if it we~e dr awi ng stars together to form a 
cluster· . 

The constellation is an arrangement, and at 
the s ame time a play-area of fixed dimensions. 

The constellation is ordexed by the poet . He 
determines the play area~ the field of fo:rce and 
suoaests its oossibilities . The reader, the new . ..- _, ' 

d 
. . . !I 28 reader , grasps the idea of play, an Joins in 

· l ' ;: · h E · c e+e oOP 'tT'y ,.,.,.,; ·'""lten AJ. t noug 1 muc n o... 1: .e u:r opean con :r . .. . - - ,..._ -
in the fifties was written independently of Gornringe:r 's 
influence , he did have a great impact on the Ge r man speaking 
poets . 

28 



11 The Aust~ian poet , Ger haxd Ruhm, indi cated the rela -
tionship of his poems to Gomrinqe r 1 s when he entitled one 
of his books kqnstellationen. 

II 
Ruhm alo ng with Ernst J andl , 

Oswald Wiener, Friedrich Ac hleitner and others was a mem-
ber of the Wien er Gruppe (Vienna Group); a group formed 
by poets with expe.r i.me nt a l and i nnovative <.1tt itud es in 
orde r to share ideas and techniques. 

Claus Bremer, one of the first concrete poets of West 
Germany, was also influenced by Gomri nger . Gorn.ringer saw 
Bremer ' s typographic ideograms as being related to and an 
e xten sion of the const ellation. He recognizes Bremer in 

f 1..· .,,.. ' ti· c~) "' ""ti' -1ec. 11 T o a·ate I c.ee on"lv, i·,.., ·the 
one o n:i..s c .... :i .. ,a . . "' ""- c _ - · . ~ _ ., 
experiments of Claus Bremer, in his poems in the form of 

• • I ' f t ' t 1 l t • ti 29 
ideograms, genuine enricnmen~ o ne cons · e ~ . a ion . 

- ---.-.....-
29 
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CONCLUSION 

Concrete poetry is we ll into i ts second decade . Two 
geneTations of concr ete poets al.read y exist. The origina-
tors are now publ.ishing t heir collec te d ooems and the best ' 
examples of their work are found in every an thology of 

concrete. For a ll pract i cal purposes the ir influence has 
abated . New and younger poet s have entered the fi eld and 
with t hem has come new energy. 

Germa ny , Austria and Switzerland are no longer focal. 

poi nt s of acti vi ty of t he European concrete movement. 
Although tne initial breakthrough in concrete techniques 

was made by Germans , the international quality of concrete 
quickly be c ame appar ent . At this time, the foremost crea-
tors of vi sual poetry a:re natives of France, England and 
Jap~n . Among thes e are: Jean Fxancois Bory, Julien Blainet 
Pie.r:re Ga:cn:i.e:r~ and Henry Chopi n of France; Ian Hamilton 

Fi nlay, John Fu.rnival and Thomas A. Clark of England; 
Kitasono Katue and Se i ichi Niikuni of Japan . 

These new ar ·tis t s did not r emain satisfied with pioneer 

techniques but sought more and more l atitude of expression. 
Their attitudes have :r emained essentially exploratory and 
e~perimental . For this r eason , it becomes increa s ingly 
more diff ic~lt to define concrete poetry. Any definition 



. . ~ 
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i s either exclusive and therefore un just or it is too 

inc lus i ve and worthless definitively . Thus it is at pre-
s ent almost i mposs i ble to def i ne. Al l that can be done 

is to describe. Because of t he many difficulties involved 
in ca t egorizing muc h of the ne1Ne:r conc.:rete poetry mo s t of 

t he poets inven t t he i r own terms to describe the ir work. 

General l y the te r m ' visual poet r y 1 i s becoming more widely 
used si nce it is l e ss limi ting than 'conc~ et e 1 • 

Almos t a ll of t he early concret e poem s were l i mited 

to a singl e page . In t his rogard, they were ve r y mu ch 
like post ers and man y of t he m have be en printed in such a 

format. The poster poem as a me dium is sti ll and wi l l 

proba bly continue t o be the most wid ely developed ·medium 

of visua l poetry. Th e main r easons f or th is are it s sim-
plicity and the economy of time and material involve d in 

i t s exec ution. 

An ot he:r medium which is recei ving more and mor e atten -

tion f:r om visual poet s is t he "book11 • Until r ecent year s, 
t here have been no book designers. Publis hing hous es 

employed arti sts and draft sman for cover design , but each 
e lement of book composition was treat ed as a separate 

probl em. The new field of book de sign is in its infancy 

and the designer s are work i ng out ways of unifying the boo k. 
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To do th i s, f or e xampl e , appro priat e t ype fac es are s elect ed , 

visual theme s are designed to unify cover , title page and 

othe r pages outs ide the body of t he te xt . Howe ver fer the 

e xperimenta l poet or ar tist t his i s not enough . The med ium 

of t ha book offers a chance to utilize concrete techni ques 

f or someth i ng be sid es poster poem s . Th e experimenta l 

ar tist s be lie ve t hat one s hould no t wri te a pie ce of pr ose , 

or a series of poems and have someone else put them into a 

book f or m; ra the r, one s hould liter ally wr ite a bo ok . Com-

me r c i ally, designers are now beginni ng to coope rat e wit h 

authors. Experime ntally, the autho~ and the designer are 

th e same pe.:r s on . 

A third major ave nu e of expansio n which seems to be 

developing rapidly in J apan and Fr ance is object poetr y . 

Th i s i nclud es machine poems, scu lptur al poems , games and 

other object s whic h re sult fr om a li ngui sti c stimulus ut i l -

iz i ng con crete techniques . John Furni val of England has 

crea ted a ba J:2§.~ whic h consists of a box contai ning about 

28 r ods whic h can be made t o rotate by hand l es on the 

outside. On these rods are skewered hund~eds of blocks , 

the fa ux vis i ble sides of whi ch ar e i nscrib~ d wi th select 

words . Bv manioul atinq the babacus any number of poems 
; ' - --~--·-

can be p r oduced . Ian Hamilton Fi nlay , a l s o of England , 

ha s been combini ng tal ent wi th scul~t o~ Henr y Cl i ne t o 
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produce outdoor sculptures, i n meta l and concrc·t e , which 
are exten s ions of concrete poems . The creative possibilit ies 
in t hi s r ealm are as vas t as the languages, materials and 

Although the concrete poetry movement has expanded 
internat iona l.ly, spreading from its countries of origin to 
most westernized nations~ i t is s t i ll too soo n to dete r mine 
wh ether or not it will endure. It ma y pass as a creative 
fad in a few year s or it may develop and grow more sophis-
ticat ed in mate:cials and techniques and eventually est.ab-
l ish itself as a hybrid medium somewhere between poe try 
and the qrap hic arts. It is hoped that in t he not too 
di s tant f ut ure appropriate crit ical perspe ct ives may be 
gained so that definitive xesearch can be accomp lished in 
t he f i eld of concret e poetry . 



APPENDIX 

Eug e n Gorn.r inger 

Figure 17 . schweigen 
s:i le nee 
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' s chweigen ' is another examp l ~ of the poet ' s work which 
utilizes graphic space in a stri king wa y . The f i eld is 

built u p with :repet itions of t he word ' sc hweigen ' and 

t hen its mea ni ng is driven home by leavi ng a bl ank space 
in t he center which speaks even louder tha n the wor d 

i t self. Although this poem is published with his con-

s t ellations ~ by de fi niti on i t appears to be an i de ogr am. 

Figure 18. f l i egt 
f J. i.es 

II 
s t.romt e nt gE~ge n 
st:N~ams aga inst 

d
rt •• ve:r unnt sicri 

th in s itself out 

I 
I 

I 
I 

brei t et sich aus I 
s pr eads itself out I 

u 
l ost sich auf 
dis solves its e lf 

II 
umhull t 
sur.rounds 

Thi s poem seems to be rat her mystical in nature . To r eplace 
' flies 1 with 'f lows ' would make t he poem sound like a 

t .:ra ns l at i on f :com some book of Taoist philosophy . I n effect 
it is speak i ng of some type of ener gy whic h changes form 
const ant ly and remain s cons tan t only in so f ar as it always 
move s and c hanges. 



Figu:re 17. 

Figu.re 18. 

EXPLANATION OF PLATE XI 

Eugen Gorn.ringer 
schweigen 

Eugen Gom.:rinae.r 
f lieqt 
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schweigen schweigen schweigen 
schweigen schweigen schweigen 
schweigen schweigen 
schweigen schweigen schweigen 
schweigen schweigen schweigen 

Figure 17 

tliegt 

stromt entgegen 
fliegt 

breitet sich aus 
fliegt 

fliegt 

i 
! 
j' fl iegt . .. -·.; ·1 . . ; .· <·· ,;;, • ' -._ ·: ~ ·. ·'.. ~ 

. . . :. ~ 

\ !'Ost~$ichiaut • , l \, . 
; .. , ' ' flie .. ·.gt .··.: , <- .'· 1 I . . 

· . . ! ~--- · · ··~~--· ·_ ...•.. ··~_:.~~~ .. -· -·-· .: .. . _,~ ........:......:;,__; 

Figure 18 
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Figure 19 . al es ruht 
al is still 

all.es ru ht 
all is still 

I 
I 

e inzelnes beweot sich 
something s t i rs 

This poem is somewhat of a concrete rond eau . There are 
only t wo basic l.ines whi ch are jugg l ed throughout. A poem 
about mot ion and stasis . The last line is the same as 
the first. 

figur e 20. 

sonne 
sun 

I 

I 
I 

The end cir c le s back to· t ~.A bea1"nn1"n · I - J' g . 

sonne 
mann 
sun 
man 

mond 
moon 

I 
I 

mann 
man 

I 
I 

f r au I 
woman I 

kind 
child 

I n this cor1st ellat ion man is linked mystical ly wi th sun and 
woman with moon as in some pr i mit ive fertility r it e . A 
coupling takes plac e on two leve l s. Fi rs t sun and wom an, 
moon and man are united symbolizing union of the spiritual 
and phys ic al, ear th and heaven. In the t hir d word gr oup, 
man and woman are united physica l ly and the sun and moon 
return to thei~ own realm. The res ult is obvi ous . 

Claus Bremer 

The f ollowing s elections are fr om Bremer 1 s lat e st 
book : Texte und Kommentare. Her e the id eogram is extended 
t o what the poet chooses to call a 1 te xt 1

• He s ee s the 
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Figure 19. 

Figure 20. 

'·, 
·,'-

EXPLANATION OF PLATE XII 

Eugen Gom.ri nge:r 
alles 
ruht 

Eugen Gorn.ringer 
sonne 
mann 

. .:.. ·~ . 

: · .. .. 

.. , 
~~---



· a lies ruht 
einzelnes bewegt sich 

bewegt sich einzelnes 
al!es ruht 

ruht alles 
einzelnes bewegt sich 

bawegt sich einzelnes 
ruht a lies 

alles ruht 
einzelnes bewegt sich 

L-.-~ .--·- - - -·--·-- ~-----·---· ---...1 

' '· 
r: 
·.; 

Fi gure 19 

sonne m-an"'fi 
rnond frau 

sonne frau 
rnond mann 

Figure 20 
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11 Ein Text ist eine of fe ne Welt. Er ist Materi<3l. Wenn 

der Le sf!:r dam:i.t umgeht, ve.rsetzt er s ich in s i ch selbst u. 30 

The comments on Bxemer's texts are hi s own. Th e y ha ve 
been s elect ed and translated by the author . 

Fi gure 21. um wa iter zu kommon 
in order to advance 

ausweichen 
to s tep aside/ to give way 

"T he words 'um weiter zu kommen' push the word 'ausweichen' 

ahead of them , or in other words, the word ' ausweichen' 

gi ves way to the words 'um weitex zu kommen '. The g i ving 

way of the word 'ausweiche n' allows the words 1 um we i ter 

zu kommen' to advance . But advancing is et er nal . I s 

eternal advanciw~ proq:ress?11 • 
31 

Figure 22. f~r di c h und fllr mich 
for you and for me 

"The alphabetic al material I used i n ' f~r mich und fllr dich' 

I arrange a l phabeti cal ly i n the s econd fi ve lines . Wi th 

" tt t hos e so arra ng ed letters I wrote 'fur di c h und fur mich'. 

You can do t hat too. O:r you can try s omethi ng e l se with 

them . In my opinion, these letters only have meaning 
"2 ll . f II • . I • t . t I- It .j when one writes 1fur dich und ur m1ch wi h · 11em • 

-----~--------

30
c1.aus B:reme:r. , Texte und Komment a:re (Steinbachy 1968); 

1.mnumbe red . 

-~ l "' 
~ - br eme.:r 

=Q 
B:reme:r 
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Figure 21 . 

EXPLANATION OF PLATE XIII 

Claus B.reme.r 
um weiter zu kommen. ausweichen 

. ;~·. 

__ ;~~y~· 
. _.:J;/~:2 

\•.'";.'.,.:~f"'· 

.. ·:-f ~A~::~; 
~· :.:.~~-~r~~ 

ti 
YI 
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I lllTI u:~::~ ~!~ ~ ~ ~ ~:~~~~~:~:~~ ~~: ::~~f'~~~~~:;~:r.~~~;:~;i::~~~~~~Jil ~ u m wei ter .zu kommen ausweic hen um wei ter zu k.01nmen auswe .i. c hi;'rj:Jii~0:·>FV;~t\ ~ urn we .i t e r zu kommen a u.:c1wei c!Hm u m we i te r z u kommen auswei~;.});'f:.M%~H4MT't~ ~· um we.i ter zu k omrne n aLJ. s we i chen u m we :i. t e :r ?,u kornmen ausw~+·d'.f(~:ti&\:~,~i;& ' 1 .. 1.m wej ter z u kommen a uswe i ch en ~ um weiter zu komm en auswe i chen 'i. · t ' ' ko· mrr·.er.l· a1 ;, """e; c" en rr w · t r k 
~weicrien um we i e r ~·, u " .. . ~ ,, ~ 11 L.l 1 e1 e zu ommen §weichen um wei. ter zu kommen auswei ch en urn 'vVei ter zu kommen (,sweichen um wei ter zu komm en ausweich en um wei t er zu kommen fu sweichen um wei ter zu kommen ausweichen um weiter zu kownen ~9. Ltsweichen um we i ter zv. kommen ausweichen. urn wei t er zu kommen ~; ausweichen um wei ter zu kommenausweichen um wei ter zu kommen ~; a.u.swe i chen um wei t er zu komauswe ichen um we i t er zu kommen ~ auswei chen um we it er zuausweichen um weiter zu kommen r; ausweichen um we i t er zu kommen t -···-- --···--·-···--- ·--·---- --··· ... ~--.:.....~~~··-----------
~·· ----... ~·--·- .. -- ·- ·-- ----··-- ...... ~----· .. -f ..... - . -

- · '2 1 .r19u:re _ 
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EXPLANATION OF PLATE XIV 

Figure 22. C~aus Breme:r 11 

fur dich und fur mich 



Figu.re 22 

di ch 
. . "d ·-' un · . .. 
f .. ur 
mi ch 

ccd 
' ' - ~~ • I 
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Fi gu.:r e 23 . nicht nur i nf or mieren 
don' t just infor m 

haltungen provozie.:re n 
provoke att itudes 

"The t e xt 1 ni cht nu.r informieren, haltungen pr ovozieren' 
re veals its play wi t h words and i t s reasons only to the 
one who r ead s the theme f rom right, top and left , that 
is 1 t o the one who conf~onts it from all sides. 

J\11 texts whi c h I show he:re, are so wri t ten tha t a fi e ld 
of ac t i on for the at titudes which th ey i nvi t e can al s o 
be foun d in soci a l and poli t ical s ituations. Th es e ar e 
no t engage d t exts, t hese a~ e engaging te xts ". 33 

2 ' . h 11 
• d . h b . Fi g c.1 r (~ t:, • i mm(~ .r s c o n l n l e .r .r e 1 , e l. e i be n 

alwa ys s t ay in li ne 

" I wa s ha r d l y able to stay in l ine and at t he same time 
to wr i t e ' s tay in li ne' down the whole column , line after 
li ne . But my effort .removes for you t he ef f ort of :re ading 

i t . Si nce , j us t as one can hardly manage to writ e t he 
t ext in this f orm~ one can barely manage to read i t line 
for line. The ' k · · · lJ'_ne ' .e ep1ng in . II of 1 imme.r schon in de:r 
reihe bl eiben ' caus es one not to keep in line, rat her on 
the contrary, to remove ones elf from the ranks. This 

. t . o.rgan :tza ·1on, a s a ll of my text s, liberates the r eader in 

· --'"":-. -.. . ,- .. -.-· 

• h t k ' ' ; If 34 the realm of his own poss i bilit 1es, w i cn ma.es us oro~ ne r s . 
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EXPLANATION OF PLATE XV 

Figure 23. Claus B:reme:r 
nicht nur informieren, 
haltungen provozieren 
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EXPLANATION OF PLATE XVI 

Figu:re 24. Claus 8-'rewer 
immer schon in de:r .reihe bleiben 



Figu:r.e 24 

immer 
immer 
immer in 
immer schon i n der reihe 
imm er schon i n der reihe 
imrner sc.hon in der reihe 
immer schon in der reihe 
immer schon in der reihe 
immer schon in der reihe 
irnrner schon in der reihe 
immer schon in 
immer schon in 
irnrner schon in 
immer 
immer 
immer 
inuner 
immer 
immer 
irnmer 
immer 
immer 
immer 
immer 
irnrner 
immer 
immer 
inuner 
immer 
immer 
irnmer 
immer 
immer 

schon 
schon 
sch on 
sch on 

in 
in 
in 
in 
in 
in 
in 
in 
in 
in 
in 
in 
in 

der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 
der 

reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 
reihe 

bT~·:lh~h 
blei,01.~h : 
blei 'bin ·~-; 
bl ei ben <~i 

J 

bleiben I 
blei ben -! 

bleiben 
bleiben 

l 
:! 
j 

blei ben :i 
;J 

blei ben '':1 
bleiben ;! 

·' bleiben r'.1 
blei ben -,,l 

' bleiben l 
1 bleiben l 
! bleiben l : -

blei ben 
bleiben 
bleiben 
bleiben 
bleiben j 

i 
bleiben 1 

....,,) 
I u 
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r fl r{uhm 

Rilhm is Viennese and a member of the Wiener Gruooe. 
( ' 

He i s a musi cian as well as ~ a poc l: . He ha s had oxhibi -
t i ons of visual poetry and cooperat ed with the Wiener 
Gruppe on an anthology of dialect poet r y . 

Figure 25. ich ge he nicht allein 
i don't go alone 

A self-explanatory ideogram. Simply by removing t he 
negative ' nicht' ~ the ' allein' i s s eparat ed and the idea 
of i sol.ation is accentuated . 

Figure 26. die blume 
the f lowe.r 

II 
bluht 
blooms 

we lkt 
wit hers 

In this poem the repet ition of the words 'die blume ' builds 
a stem formally . The remainder is a contrast~ a t ension 
sat up between li ght and da rk, life and death · as the f lowe~ 
withers or blooms. The vowel s are interesting vi sua l lys 
sinc e the ' e 1 appears closed and drawm up in itself, wher eas 
the 'u' is open at the top li ke a cup. 

Figure 27. und ze:r b:rec hen 
and fxagment/ splinter/ break up 

h · d u,~,.Y'.· e a ++e·."' a s e .r1_· R~ of 1 und ' s· t i.~e mean -
J\not :er J. eog:ram . r ·~~ .. ' .... - - - '~ 

ing of 1 zerbrechen' is concretely demonst~ated by breaking 
up the word ixragularly , that is, not syllabically, according 
to normal usage. 
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EXPLANATION OF PLATE XVII 

Figure 25. Gerhard R~hm 
ich gehe nicht allein 

Figure 26. Gerhard R8hm 
die blurne 

1-::1· q_ u..,.,e 2~.7. 1- • ·· d R
11 ~ _.. ,::ie:r na.r , u.1m 

und ze:r:brechen 

.-·-· .. :.:· 



1· 

die blume 

die blume bHiht 
die blume bJUht 
die blume blUht 
die blume bfUht 

die blume welkt 
die blume welkt 
die blume welkt 
die blume welkt 

! die blume 
die blume 
die bttJme 

!: die blume 
\' dleblume 
!. die blume 
~· die blume ! 
t ·. die bh,ame 1

' 

l ·-.: · ... · . . .. ~_-.:->J 
'-···~-~·l. :.._ ....... .....__ _ _,. _ ______ .. ... 

FiguN3 26 

ich gehe nicht allein 
iclt gehe nicht allein 
ich gehe nicht a!lein 
ich gehe nicht allein 
ich gehe nicht allein 
ich gehe nicht allein· 
ich gehe nicht allein 
ich gehe nicht allein 
ich gehe allein 
ich gehe nicht allein 
ich gehe nlcht allein 
ich gehe nicht aUein 
ich gehe nicht allein 

.. ____ ------- ~·- -·- --·--· -·- ·-·-

Figu.l.'e 25 
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Figu:ce 27 
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Timm Ul:r:ic hs 

Figu:rG 28 . 
II 

stucke 
pieces/ fx agments 

Here a vertical framework is set up by building the l eft and 
ri ght hand margins with the beginni ng and end of the word 

It 
1 stucke'. The meaning of th e word is rendered visual by i ts 
being broken up within the field encompass ed by the poem. 
The fragments as they are scattered across the field also 
form micro-constellations. 

Figure 29. ununterbrochen 
unint e :rruptt~d 

In thi s poem a group is formed by repeating the word 'unter -
b:r ochen ' in co lumns leaving a space which :renders concrete 
the meaning of interrupt ed . From the bottom a row of 'un ' s 
are ris i ng and already the f i rst one has filled the gap , 
negat ing the interrupt ion, thus 'ununterbrochen': unin-
terrupted. Here movement i s suggest ed . One has t he feel ing 
that one has only to push a lit tle fr om t he bottom and 
the J: ank of run ' s wi 11 rise upwards and f i 11 in the :remain-
ing gaps . 

rJ.gure 30 . ebbe und f lut 
ebb and flow 

The arrangement establishes a tension between the two wor ds 
1 ebbe ' and 'flut', a tidal relationship. ,. ' 

! ne wo:rds alt er-

nately flow and retreat across the page. 
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Figure 28. 

EXPLANATION OF PLATE XVIII 

Timm ULric hs 
t

11 i 

S UCK8 

Figure 29. Timm Ulrichs 
ununt e:r b:roc hen 
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tilck 
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Figure 28 

un terbrochen 
t 

un terbrochen . :i 
un 
Uf'! 

terbrochen».·; 

Figur.e 29 

c 

ck 

k 
k 

k 
k 

ft 
k•• 

6 
eke! 
ke 

e 
e 

eke 
e 

ke 
ke 

eke 
O.cke 

ke , 
tucke :c1 

i.!cke ·. { 
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·J ke ! 
e 
e 
e 
e 
e 

ke 
eke 

ke 
e 
e 
e 
e 
e· 
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EXPL..A.NAT I ON OF PLATE XIX 

Figure 30 . Timm Ulrichs 
ebbe und f lut 

_ .;,:.>._~;,~~ 
·: .. :..·; 
?>;; · ~· 

;;:~11\ 

' ';~~~~ 
. i 
: 
i 
I 
i 
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obbaeb'beobbeebbeeb!:>c 
ebbeebbeebbeabbe flut 
e 1l'be1i bh:. e bbe flu tf.l u t 

, ebbeebb e flutflutflut 
e bbe flutflutflutflut 

fl\ittlutfl.utflu tflut 
ebbe t:lutflutflutflut 
e'bbeebbe flutflutflut 
ebbeebbeebbe f'lutflut 
ebbeebbeebbeebbe flut 
ebbeobbeebbeebbeebbe 
ebt>eebbeehbeebbe flu t 
ebbeebbeobbe flutflut 
ebbecbhe flutf;lutflut 
ebbe flutf1utflutflut 

flutflutflutflutflut 
ebbe flutflutflutflut 
ebbeeblle flutflutflut 
ebbeebbeebbe flutflut 
ebbaebbeebbeebbe fiut 
ebbeebbeebbeebbeebbe 
ebbeebbeebbeebbe flut 
t.bbeebbccbbe flutfl.ut 
ohbeebbe flut flutflut 
ebbe f.lUtflutflutflut 

flutflutflutflutflut 
ebbe flut f l utflutflut 
ebbeebbe flutflutflut 
ebbeebbeebbe flutflu t 
ebbeebbeebbeebbe flut 
e.bbe.:bbl!ebbeebbeebbe 
ebbeebbe ebbeebbe flut 
ebbeebbeebbe flutflut 
ebbeebbe flu t flutflut 
e.bbe · flutflutflutflut 

flutflu tflutflutflut 
ebbe flutflutflutflut 
cbbeebl:>e flutflutflut 
ebbeebbeebbe flutflu t 
ebbeebbeebbeehbe flut 
e bbee bbee.bbeebbee bbe 
ebbeebbeebbecbbe flut 
ebbeebbecbbe flutflut 
ebbeebbe flutf lutflut 
ebbo flutflutflutflut 

flutflut.flutflutflut 
~---· .. _.,_.,.::_'_ ______ "' ___ __ _ 

Figure 30 
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E:rn st J andl 

Fi gur e 31 . schme rz durch reibung 
pain thr oug h fric t i on 

The~ sou nd 'f:r: ' i s onomatopoet i c and :represents two objects 
ru bbing toget her. It also happens to be t he firs t t wo 
letters of the verb ' frotti er en', to ru b. ' au' i s an e x-
clamation of pain. Together t hey spell woman, wife , a 
pe.:rson whom om~ shou ldn't rub t he wrong v11ay. 

Figure 32 . di e zeit veraeht 
time passes , 

lustig 
men:- y 

By ma king me:r:i::y, i n havi ng fun t t i me pas s es . But constant 
p l e 0surf! becomes monotonous as Jandl dernonst;ra tt:i s by in -
cr easing the r epetit ions of 'lus ' with each line . Simu l -
i:aneousJ.y tlr.e :repet i tion of 1 t i g 1 sound s c lose to 'tic 1 

which sugge s t s t he ticking of a c lock, the pa ssa ge of time . 

ni a g a:r:a 
niaga:ra 

f e lle 
f al ls 

~ho::r~ a nd -~mnl e +he ·L·e no_, +.heni'nq of the 'a' sound se ems 
•.J i! , . \ , • ' b .l.. 11, ' , , - . -

to s uggest the s cr eam of some one falling over niagara fal l s. 
The ef fec t is s i mi l ar to one used in comic books . 

Figur e 34. ein ganzes lavoir 

e whola washbowl. 

be schutz mic h gott vor s o 
vie .l wasse:r 
god save me f r om all that water 

The sha pe r a ther than t he sound s eems t o be the princi pal 
f ac t ox evoking humor i n t his poem. 
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EXPLANATION OF PLATE XX 

Figure 31. Ernst Jandl 
schmerz durch reibung 

Figure 32. Ernst Jandl 
die zeit vergeht 



frau 
frfrauau 

frfrfrauauau 
frfrfrfrauauauau 

frfrf rfrfrauauauauau 
frfrfrfrfrfrauauauauauau 

frf rfrfrfrf rf:-auauauauauat1au 
frfrf rfrfrfrf rf ra uaua uaua uaua ua u 

"" -· · -----.- --- ......... --··--·- ··---- ··--- --- -- -~-- -..-......- --

Figu:ce 31 

!ustig 
luslustigtig 

i us! usl ustigtigtig 
lus!us!uslustigtigtigtig 

lusluslus!uslustigtigtigtigtig 
I us! us~ us! u sl usl ustig trgtigtigtigtig 

I us! usl usl usl usl us! ustlgtigtigtigtigtigtig 
I us! usl usl ust usl us! usl ustigtigtigtigtigtigtigtig 

·---- ····-- ··-~· - · ------- ·-··-.-- ·-·- :,:,_ . _::... _______________ . ----

Figure 32 
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Figure 3 r~ ._,, 

EXPLANATION OF PLATE XXI 

E.rnst Jandl 
niaga:ca felie 

Figure 34. Ernst Jandl 
ein ganzes lavoir 



niagaaaaaaaaaaaaaaaa 

ra fell~ 

niagaanaaaaaaaaaaaaa 

ra felle 

Figure 33 

einganzeslavoireinganzeslavoireinganzes!avoireinganzeslavoL. reinganzesluvolrei nganzeslavoirei nga nzeslavoireinga nzesla~'"::, voireinganzeslavoireingan:zeslavoirninganzeslavoireing anzeslavoireinganzeslavoireinganzeslavoireingan 
zes!avoireinganzes!avoireinganzes!avofr · 

i 
; 

1 ,, 

-: 
beschutzmichgottvorsovielwasser:· 

.. . "' 1· -~· - - ____ .., __ • . • ·------.-~---·- --·~...:...---· · -·----..:.. . ._. _ __ .;_:. _ __:_:J 

Figui-e 34 
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H · " . • an s J o.:rg l'liaye.r 

Figure s 3:) - 38 a r e t a ken f .1·om Al ph ab.et enou_?j_:ra_!_§. , num ber. 
26 in t he Roj;_ s erie s. Maye.r i s not concerned wi th mean:i.ng 
in this par t icular work but in the chanqe s that take olace -

I 

as pattern s of letters are built up and the density of 
s uper-imposed let t ers inc~eases . The letters a.re posit i oned 
according t o a strict mathematical fo~mula. Thi s formula 
controls the r hythm of the buildup of lett ers, so that the 
qu adxants ar e i n effect orchestrated . What is ultimately 
impres s ive i s the final page where what were once fa mi liar 
characters ha ve ta ken on a fore i gn aspect. One gets a 
s i mi lar fee ling to scanning an alie n scri pt such as 
Chi nese or Mi no~ n . Although the symbo l s a r e strang e they 
seem t o be charged with meaning f cr the person who can 
dc~ciphe .t• them . 
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EXPLANATION OF PLATE XXII 

Figure 35. Hansjgxg Mayer 
Excerpt 1 of 4 from ! .. l_phabet enguad:t:.§.!§. 
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Figure 35 
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EXPLANATION OF PLATE XXITI 

Figure 36. 
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EXPLANATION OF PLATE XXIV 

Figure 37. Hansjgrg Mayer 
Excerpt 3 of 4 from Alphabetenauadrate 

-----~--__.. .. ~------.•_..._ .. A 
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!-e-·-;;-a ____ f-x-·9-b--i;--·1--· k'.--;n----,:--~ ·-q·c---- f--s-11--;:,----1-- · --u -··1 ··-11·. ' ''CJ?v 
fo f s z c i iv x a k t yr wu be m ~ q g d p 1/h. ff k r t y g q I a ~ m s i v o u ~ e x c b i n h W.i):. 
! d k c f ! a I . g x .1 p h z w b e 1 q y o u s n ·m r · v i 
I t c a f I b o d v s y g w I u h k z i r e q n :>< p ml 
l I y r e m v f n a b p i d s t z h i o q w u g c k ,x .i 
I ~ v y w i g ~ p x s r t b c u 0 z i I h ~a n q f m: 
f I q z e s g 1 y v a p n d k f x h u c b I r m t w :o · 
! z o c f n km aw h q g d . I r v u · s t e i p i x y ~ l?.,-J 
/y g e c o x k v f z a n x I q r m i s d h i u b p\ .\}j 
l r ·b f I q d u c a x mp z k n h w v y e o i i s g :f j 
j q m k b n· w o c h y i a i I e r d u g v x · f p · t ~ _::£! 
l p e a y f t z i r x i v q n b g m I o h w u c q s l(;J 
fwy a i b g i c z f p m x o e v s .q n u - I k t-Ji.\ r dj 
i '! d z r x c I i q o p i m b a f s g h wt ~ n V'.;e Yj 
! 1 b r m ·f o ck tu h Iv dz a p · e g q y 1 wn cx s i i p h d u v c s · f a i x b r t I k z g q o e n m y w l j 
! n u I y g k m z e h i s r b x a t d o w v c f ,p q i ! 
! f y z q n g a r e d k I c i h m. i s x -p w b t _. v o :.u 1 

! z i kxc u r i omg~ s adynb f p It ~.-· vh"fl 
1 q w u v h .z f i b o s k d l t a e y x m i n)~ . , r c .PJ 
~ n e v h o w x k d r q a b s ·p · c g I f i" i . ~ ):t:I': z y Ol:l 
r a y m I o h w b i k v q i n x f d p t . .J.· ·. c ' F r g s ;/x::l 
! t d w v i h I % s x q k y ~ g o.,,m p e :\r U,_·J' b n p::~-~~l 
! . • .. J d . ·. k . ~·-"":'.'.. f t b C · X S'··-~f1 J i d a O · 1 w 1 g z •.. · ;,, e n r · 11) · y· ~Y\t. P., , .. . ·.· v . :i~; /· .A ! . . ·. . . · . · .. · :''·. · · ,, .·. . . . · ?;::(;'_, '' :<h-",: · af r ·:, ·X ... z (,{?J,'.i'l 
i . m. k ~ s e b w ll . I c f y q t,, <? ··· !~· :Y P. h·•·1r~-~·~'.··'·' ;o - ,'.!i,':"' ;'s;~} L.~~- £.;;.~~!~~r:~_~,t:4; ·1.w~.,_ .. -- . _ - - -d~-u~ -- ~ -.-·- - ---':·__ . --- ·-,: .... . r.:!-···· ---= ·· .. .-'··1+.,,, :i:,:::..1, .. - •. -.:-- ., · • - - · - a:, ··• ... i .. ..,...,.- --l 

Fiqure 37 
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EXPLANATION OF PLATE XXV 

II 

Fi gure 38 . Hanj oxg Mayer 
Exce:rpt 4 of 4 from Al ohabeteng_y_ad:~.Q_te 

-··· ... : : - i 
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Figu:re 38 
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J\BSTHACT 

Concxete poetry fixst came to the attention of the pub-

Lt c i n t n e o a :r l ·.,, f :i f t .i_ e· s. . A h 1- • • t · d · - - - . y0r10 poe· ic me ium, somcwhe~e 

between lyric poetry and the graphic arts, it developed 

simultaneously but fxom different points of departure in 

Brazil and the German speakinq countr1·R.~ of ~t. 
~ ~ ... , c.u:opo: Austria~ 

Ce:rrnany <md Switzerland. The concern ho:re is with German 

conc:.r:ei:e poetry. 

The £ir~+ n-rt f t~ · ~ "'~ ~ o. o. ··ins pa pet· examines the types of con-

crete poem (constellation and ideogram), as well as aspects 
1 

Li horiet · ) ' 1 • n · · ) h · ' ·1 1,0j:>'l. c, p. , .ic ar o ,CJ., e'l1c v..r ilcn cccu:r sing. y o::c in com-

bination. It also examines constructivist attitudes and 

techniques of concrete in contrast with the more expres-
. . . . l . l" s.1orns·tic qu;:; .i· 1es of repxasentational poetry. The con-

crete poet sees the word as the basic unit ra·ther than the 
·1 • . Line. Words are materials with which he constructs a poem. 

The finished poem is an object in and for itself and not 

the :rsp:resentation of an object. The form of the finished 

poem grows organically from the content and is structured 

· · t 1 1 • ' ' .).. ' oe+ according to 1n·erna ~aws recognizeo oy Lne p JL. 

In the second part a historical background is provided 

to show that concrete poetry is not completely new, but is 

. f . . . ' . •!) :i t-1 r 1 9 \~ 1hich ha r-an extension of a vein o· p1ctograpn1c if,J: ...... _ " - .::) 

· · · c th~ d~wn of writing. The formal be e n V<J:L t t1 ma n s 1. n e " •; --

r + from reo,~resentational poetry is development or concre~e --

the constellations of Eugen Gomringer as tr.&c13d by using 

example:,,1. 

also 


