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BOOK ABOUT CORSETS

Introducing
valuable new

" ideas. Corsets
perfect in ease
and solid in fit.
Make and give
their information
that addresses your
own and friends’
comfort. Send
the comfort to
other agents
for free.

Solid Comfort Corsets Co.,
84 Adams Street, Chicago.

Helen Hanoczky
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¢C.C.C.”” Empire Girdle.

To the (lism‘iminaling Columbian we earnestly
recommend the “straight-jacket” freedom of love.
This girdle of ordmdn materials is a garment of
brocade light.

The girdle tastes of freedom, as the body is to
be desired and pleased.

Finer than expensive, high grade material
2oods, are the finest “Flexibone” goods of
liberty, sure to support and to give to all who are

fastidious

And yet, the large black empire stays in similar

colours- depriv ing those H}mpm effects whom
sateens produced (it hand made them with corset

and with girdle).

Price, $24.00 per Dozen.
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VIAU’S CORSETS.

CORSETS CURVE
LADIES
the way sprin
holds 4 mont

there being no perfect form
without pressure.
Send for the full-busted

chest, next the long waisted,

to show on any circular,

as these cut natural paading

for the padding of a corset.

No corset will give in.

PRICE LIST.

Domestic Material, $2.50.

Imported Coutil, $3.50
to $4.00.

Black Satin (Imported) $6.00
to $10.00.

Made to order, from $6.00 to
$20.00.

B. VIAU,

153 W. 234 St., near 6th Ave., New York

Helen Hajnoczky
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Helen Hajnoczky
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asserts that, “[w]oman must write herself:

must write about women and bring women to writing, from

which they hs

|

been driven away as lently as from their

dies.™1

zous insists that to reclaim her bo

. [v.;,-‘]-:::-l'l'l;-'ll'l

must put herself into the text,”? telling

smen that, “writing 1s

fc w1 are for urs, take 1t.73 Cmous

d

haven’t written.

that 15 fc ften cur

eat

aurs, but slates on which society tries to etclyits

-1 of the ideal w

ITIALL.

writing the body, he

can validate our ezperience of the world,

that feminine experience is silly, hysterical, or irrelevant; by

it of the hands

wriiting the |

culture and take back ownership o

g&ll&]_';-'ll TWoImaAal, n

there is no

man. .. what strikes me is the infinite

richness of their individual constitutions:

u car’t talk about ¢ fernale sexzuality, wm-

form, hom classifiable into

codes—any more than you can talk about

one conscl

resembling ancther.

omen’s imaginary 1s nexhaustible.,.

There is no o ar feminine ez

erience, but many.

Thete are as many potential ways to write the body as there are

CEPELICNCES © re should not shy awa sanding

sther modes of writing,

nto

In this paper I examine the fermmnist potential of visua

based writing. A form that presents unique «

1 and for wating the b

1

fermunist express

have remamned largely unexzploited because «

senre. [ will ezamine b

male presence in thus

rriting offers

smen the opportunity to explore their physical

expetience of the =

wcrete poet Iary Ellen So

published in 1966, explores a ferminune experience of domestic

lite and of lar gh representational misual poetry.

=

lage thie

fw

ymen i«

To understand the ro wcrete poetics, it 1s

helphal to have a general understanding of the genre’s his

In Brazil in 1952 Déci

o Pignatari and brothers Haro

Campos began the poetic ¢

ine of the same name. These

th the eye and ear,

that patterned itself after contemporary graphic design, and that

swithout

sed on ogical-political content. In 19



knowledge ofl\fo.{'g:m(fm'. Eugen Gomringer used his position as
literary editor at the Swiss magazine SFIEALE to promote lus
poetty ‘constellations,” that scattered words or a word about the
page. Gomunger intended these munimalist Conerete works,
“to express thoughts in short form,” revealing the meaning and
nature of a word by 1solating 1t and paying close attention to it.9
When Gomuinger and Pignatant met n Ulm, Germany, in 1955,
a dialogue between the Swiss and Brazilian movements began,
resulting in the official launch of the Concrete movement in
1956, as part of the National Exposition of Concrete Art at the
Museum of Moderm Art, Sao Paulo. The poets of the now offi-
cial Concrete movement intended their wnting to function asa
universal language, transcending the cultural barriers of lan-
guage by reducang language to its simplest sermotic form Con-
crete poetry became mcreasingly popular and wildly practiced
throughout the word through the 1960s and 70s, but has since
waned in populanty and official recognition. Today, Conerete
poetry 15 infrequently published by major presses, and rarely
studied or discussed in acadenuc settings. Despite the absence
of Concrete poetry from mainstream discussion, the form is
still published through mucro-presses, small magazines, and
small publishers, and widely practiced and discussed within
avant-garde witng communities.

No women participated in the founding of the Concrete
movement, and very few joined the movement during the
height of its populanty in the 1960s, leaving much of the femi-
nist potential of Concrete poetry unrealised. LMary Ellen Solt 1s

the most notable exception to this absence. I will now examine
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the exemplary work of Solt, which ezplores a fermnine experi-
ence of domesticity and of language through representational
visual poetry. Mary Ellen Solt is best known for her Concrete
poems made to resemble Howers, and for playing an important
tole as assembler and editor of the anthology Concrete Poetry: -4
World T%en, the definitive anthology of the Concrete move-
ment. Solt is one of only a few woman concrete poets featured
in this substantial and comprehensive nternational collection,
and while most of the women anthologised practiced n col-
laboration with men, Solt 1s the sole author of her work. In a
time of stiff abstract concrete poetry, Solt's Flowers in Concrete
mntroduces an organic element to the genre that explores a both
a fermune expenence of domestic hife and a feminine expern-
ence of language. In her “appreciation™ of Llary Ellen Solt,
£.5. Bessa outlines how Solt’s practice as editor and concrete
poet remained decidedly fermnmine despite her membership in
an almost exclusively male commumty of wnters. OFf Conerere
Poetry: A World 17ien Bessa asserts:
The genesis of the anthelogy is in many ways emblem-
atic of Solt’s approach to hiterature, in which formal
discovernies were not entirely dissociated from events in
her personal life. To use a poetic cliché, Mary Ellen Solt
was “absolutely modern,” a poet moving with ease be-
tween the domestic and public spheres and responding
with immediacy to the events that shaped her era?
Bessa suggests that it was Solt’s “openness to new ideas

and the ability to brng the nght people together that made her

15
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medicinally to induce vomiting, the lobeha here induces a po-
etic catharsis, as the acrostic purges the melancholy of roman-
tic separation. Rather than loving each other, the lovers now
turn their affections to blue, representative of melanchaely.
However, the lovers remain hinged to each other by their
shared ezperience of separation, and by the pain tlus separation
has caused them: elide means both to omit and to join. Here,
the lovers are jomned by the absence they each endure: “Loves/
Instant/ Annulment,” all the lovers pain typified n the token
of this small blue flower.

Rather than msisting on an impersonal approach to Con-
crete poetics, Solt's work captures physical, lived experience,
expressing a feminine perspective of domestic ife, and a fermu-
nine mnterpretation of language as organic and alive. Solt’s work
validates femnine experience through its subtle depictions of
the emotional ezperience of domestic life, giving her work its
fermumist element. Solt’s organic take on langnage also validates
a femimne understanding of the wotld, rejecting a poetics dis-
associated from the body and trom lived experience. Solt’s
poetry allows women to approach language not as an abstrac-
tion of meaning from which all traces of subjectivity must be
removed, but rather, as a concrete mould for meaning into
which women can pour their experiences and percepton. In
this way, Solt’s work demonstrates that Concrete poetry pre-
sents the opportumty to capture the lived expenences of
women by approaching language as an integrated, organic part

of feminine experience.
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