Relations between sound poetry and visual poetry: The path from the optophonetic poem to the multimedia text

Scholz, Christian

A brief history of the development of scores fousd poetry during the twentieth century is presaniéde work of Hugo
Ball, Raoul Hausmann and Kurt Schwitters is theifofor the early part of the century. From mid-cepto end, the work
of Franz Mon, Carlfriedrich Claus and Valeri Schjersoi is the focus.

Any attempt to distinguish between sound poetry\dasdal poetry is extremely difficult, for accordino Reinhard Doehl's
definition visual texts are sound texts withoubargd. In other words visual texts are a sort ohestral "score" for a sound
text.

Futurist and dadaist sound poets have rightly stieshe difficulties to represent sound textshag tipproach the border of
a semantic absence of meaning with regard to taaaas of sound.

But it was not until the invention of the tape net&r (in the fifties) which paved the way to sotiie problem how to
represent sound texts. The tape recording makewigieal repetition of a once formed, perhaps esgontaneously
formed, sound event available to us and offersthad poet new methods of composing his texts airtol the methods of
creating a film. After all the authentic sound poetork only does exist in a tape recorded form.1

The techniques of computer sampling in the aresbohd and refined video techniques in the visusd &rought an
enormous increase of audiovisual methods to recgrdievertheless German sound poets hardly makefukese
techniques today.

The aim of this essay is to present an annotattdrigal survey regarding the "scores" of soundnyo8ut in doing so
Bernd Scheffer points out a restriction: It's ratheintless to talk continuously of wordless, pesbal or nonverbal
perceptions within a visual area.

The syntax of the visual area

In 1910 Guillaume Apollinaire propagated the uselibnographs to record the voices of poets. Thiarttéuturist Filippo
Tommaso Marinetti developed his strategy of "litieraof words" (parole in liberto), which was expeat to produce the
following effects:

* to set free words and sounds on the surfacesbiat of paper or in acoustic space

* to rediscover the spoken word for poetry andge sounds of the world around us (onomatopoeia).

In the wake of Stephane Mallarme, Marinetti revioloized typography. The visual organization of tieole parolibere
was characterized by "freely" spreading out scois®ntences, single words and asyntactical grobiperds or isolated
letters. The arrangement produced the effect buestet scraps of sentences, single words, etctdiexpressive and often
semantic, pictorial configurations - the spatiahstellation produced the meaning and the conte=idifional grammatical
syntax is replaced by spatial syntax.

As the antitraditional and revolutionary use ofdgpaphic design produces a peculiar visual effeekpression -
containing also acoustic qualities -- the textgpraaching the picture and the musical "score" tharsscending the borders

of music and pictorial and fine arts.

Sound poems: Hugo Ball



The dadaist poet Hugo Ball knew the first examplethe tavole parolibere of the Italian futuristet the "typographic
revolution" was not reflected in his poems. On BBy 1916 he recited for the first time his "Karasa(Caravan), also
called "Elefantenkarawane" (Elephant Caravan),ttagewith other sound poems in the Cabaret Voltair2urich. The
different written versions of this sound poem wenéy authorized in the typescript, which is incldde the manuscript
edition of the Gesammelte Gedichte (Collected Pyd@mwehereas Ball didn't authorize the two "extriberated versions of
this poem for the publication in the Dada-Almanatdmned by Kurt Wolff and in the Dada-Almanach ediby Richard
Huelsenbeck and published by Erich Reiss, Berni1,920.3

The visual version of the sound poem "Karawangu® i) is characterized by its headline, whicmsgéo be in motion,
and the use of different types of writing in theesgteen lines of the text. According to Jeremy Adled Ulrich Ernst a sort
of undulatory motion is produced by the alternatige of italics and roman type, while the left eofuproduces a soothing
effect by using a homogeneous type and small etteus bringing about a classical balance in thelevcomposition.4 But
the visual arrangement (for instance concerningltimamic process) is not a good start for the prtgation of this sound
poem. Any interpretation must start with the titleich alludes to the recipient's imagination, tgiwsng him the impulse
for the onomatopoeic effects.5

The optophonetic poem: Raoul Housmann

Raoul Hausmann saw the lack of suitable meansfmrding sound poems and so he tried to solveptbislem by creating
his "optophonetic poems." In 1918 he started wgitiis "Plakat" and "optophonetische Gedichte" (€roahd optophonetic
poems) - a unique poetic product of his creatievities. Hausmann approached the methods of the&tipland graphic arts
by creating the optic and the acoustic dimensiothefwords and - with the help of typography - tedais "abstract
poems," which were expected to disclose the meanhwyent in the letters.

Inspired by a reading of August Stratum in 1915u¢taann's reflections on the "creation of an en&rgéttion” first
resulted in a new typographic development of thedatation of speech." He was then aware of the queality of the
futurist typography, which made him realize thaduing or the communication of sound can only takeffect as an
optical impression."6 "The new typography was aticapsupport" for the "purely phonetic poems."7 Asusmann's
poems were created in a printing-office by a pueslgidental lining up of different letters in a rdwe also called the poems
letter-poems, phonetic poems of letters or lettesters.

Two of his first "letter-poems," both from 1918mi$bwt" and "OFFEAH" (figures), accidentally creabedhe letter-case
(probably as a mere proof), do not yet show thelpnmed visual qualities which the tovole parolibénat the futurists had
already achieved in 1915. Hausmann's printing-systas still characterized by straight lines, thtem&on of writing left or
writing right and the simplicity and monotony ottbhosen letters. Because of the mainly accidentadtruction of the
poster-poems the consonants of the letter-casenddedi. The use of vowels and of consonants anfbtheng of syllables
of vocalic and consonantal elements were evidestiyced.

The accumulation of these vowels and syllablesneoted with punctuation marks (hyphen, full stagestion mark),
which appear to be significant, is a real nuisgodbe reader and - because of the lack of wellsdmwords and
associations of words (interpretation of the sourghevents intelligibility. These poets conscigudénied the use of
language asa means for discursivity Hausmann; ragalinst normal listening and reading habits jedigad the familiar
relation between writing and meaning.

But this chance operation was not the only prirecigfl creation. By replacing single letters forth&esof certain acoustic
qualities in "OFFEAH," Hausmann showed his intemtio form his material. "I had four different copief these poems
printed. Because of the tone colour | later elirredethe m ii of the first poem and replaced ity qu i ie of the second."8
Hausmann also used vowels mainly to comprehenddbed forming course of motion in all phases of oation.



In 1918 or 1919, Hausmann created the sound poplarfdum"” (figure 3), in which he continued the qmsitory
tendencies of the two former poster-- poems anéméd them out into the "optophonetic poem." Thealigation of the
letters on the surface of a sheet of paper cabgtgpectator's eye. The typographic arrangemenbagiped the tavole
parolibere of the Italian futurists who for instaricied to express the loudness and the pronuagiafitheir combinations
of letters by capital letters or bold type. Accoaiglto Hausmann the reader was expected to heartémeled sounds with
the help of the optical structure of the poem. "Tdtters of a sound poem are arranged in such ahedyhey convey the
sound."9

The flowing of the vowels evidently seems to bept by the static character of the consonantstsBif their graphic
variety provides our interior ear with familiar sgs which can easily be transformed into phoneloyezur memory of
communication and illustrates the transition ofrebto word, of lines without a meaning to writirdausmann's reading of
his sound poems, "kp'erioum," for example, is aldé on records of the fifties and sixties.10 Btytdo not really
represent the "original" sound of the dada yeasha reading is hampered by an antiquated usagmeaking.
"Associations of sounds - almost audible onomattpagereminiscences of foreign languages™ - capéreeived. The
consequence is that sound poets must give uptémag@ttto record sound poems visually in a kindraftation," which can
be duplicated only by poets.

Comments: Kurt Schwitters™ "Ursonate"

We know from Kurt Schwitters's publications thatihsisted on the sound recording of his works, eisfiig of
his"Ursonate." Schwitters's cooperation with thed@&utscher Rundfunk Stuttgart" (South German R&tlittgart) in the
year 1932 is preserved in the German Radio Ardmierankfurt/ Main. A few years ago the completadiag of the
"Ursonate" (with a reading time of about forty-anautes) was published by WERGO, Mainz.12 The Ipragess of
coming into being of this sound poem - Schwitt¢asted writing it already in 1921 - shows the podifficulties with the
written version and the publication of this souméim. The complete version of the "Ursonate" appkerd 932 (Men 24),
typographically prepared by Jan Tschichold, ascti@peration of El Lissitzky failed.

Kurt Schwitters's "Ursonate" does not show the Wighbal qualities of Raoul Hausmann's "optophongtiems." This is the
result of Schwitters's specific method of composing creating neologisms. Unfortunately space mitsvgoing into
details13 and analyzing Jan Tschichold's typog@apéision of Schwitters's "Ursonate" as comparet &chwitters's
"score" of the "Ursonate" which does exist. Exceigftthe notation, respectively the .score" of'tdesonate," which would
be of interest for this essay, have not been puddisip to now by the publishing houses Arche, Zyrdmd Haymon,
Innsbruck. The existence of a "score" shows, howesehwitters's hope that other interpreters woedite his "Ursonate.”

Articulations: Franz Mon

"(A)yrticulations"14 from 1959 was Franz Mon's fimiblication, containing texts, essays and somadpoems.
"Articulations," reflected phonetic experimentstloé 1920s. Of course it was - according to Morobf@matic to fix an
"articulation" in writing, for it was in the poetgew an acoustic presentation. It was hardly fmesb reproduce in writing
the "complete movement of the articulation, thegeaof articulation between the extreme poles ofleounds and the
consonantal plosives."15

There was, however, a special course of articuldhat was connected with the written and graphésgntation. A typical
example for this form of presentation is the sopadm "aus was du wirst" (of that which you congifigure 4), contained
in the volume "articulation" and in the anthologyns.16

Indeed there are several variant readings for'#nttculation," but only one of them is really &irig, namely the variant
which must be read diagonally from top to bottord amust be duplicated in an "attempt of concentrétiy the recipient-
reader-viewer.'7 In this we can see that the allégenultaneous pattern” offers relations in eyeogsible direction



provided the spectator is willing to use the tim&évelop an intentional understanding of a spéamal of speaking beyond
the normal way of speaking.18 Thus, "speaking inmiatety along the axis of articulation in the forfaaance of the lips,
the tongue and the teeth. "19

The creative object is formed by the spectatordeawor - the noted down text is only "a rough capyinstruction for what
cannot be fixed since beyond the stream of medit&tiThe recipient must set the "tremendous complésfethe
simultaneous pattern) into motion,"21 containethmtotality produced according to strict ruleshaatclear reduction of
semantic meaning.22

In the "articulation" "aus was du wirst" the coutdehe articulation is already mentioned in thketi"lts identity is
preserved by changing the well-known into the siméind so on."23 The single syllables which thérent-reader--
viewer is expected to pick up are specified onctherse-meshed raster. In the process of articoléti® initial form "rakon"
develops - about the remembered syllable of "krdhmte," etc. - into the final form "drustar.” Teame can be applied to
the sequence of sounds in the lines above, butcgittain restrictions: The sounds develop in sediifit way, i. e.,
sometimes without a widening effect ("egs," "drigtit"), sometimes by way of variations ("kram,'tdk," "kars"), by
polishing ("tar," "usd") and reducing ("md," "rdHin") respectively they become "rigid" in the finadint.

Carlfriedrich Claus was "a performer" among thassders who accepted the exercises to duplicatarttieulations"” "aus
was du wirst," "sinks" and "fast durchlassig" witie help of their own organs of speech. As "a perés," he describes "his
experiences with the speech in a review of Montskbarticulations": Speech is here in its microdcagspect (the
transparency of the single phonemes concerningakeires and tininess behind) and the macroscepéectof the
multilateral processes. On different levels différprocesses are happening. The structures ofaiitteese processes differ.
They proceed 'simultaneously' but at a differeeesb In addition there is the primary moment tiipbgraphies are
concerned. By way of distribution and by the areangnt of the substance of writing the typograpktag in the spectator's
mind an optical process (because: letter is egemtdb acoustic signal) which produces|or] initgagas acoustic effect first,
then a mental effect... 24

"Konstellative Artikulationen"

(articulations In the form of constellations): Gaedrich Claus

About 1954 Carlfriedrich Claus tried to record e@rtexperiences or perceptions of speech (evergeoductions of the
speech) and natural experiences "in pure formswfid'25 and to provide a written notation of "sotexds" like "tong
tong"26 (figure 5).

In 1959 Claus made experiments with his so callettérnfeld” (a field of letters)27 (figure 6). Aétternfeld" is an
arrangement of vocals or vocals and consonanigestript. In his "experiment" Claus tried to trfams his "Letternfeld"
into his "konstellative Artikulation" (articulatiom the form of a constellation). For this purp&aus made use of a
microphone, a stop-watch and the trick button tfpe recorder (switching off the erase button dwytire process of
recording), which made it possible for him to imtgrt recordings with other recordings on the saoumd track.

The constellation of the two letters "i " was tediseveral times and in a sort of temporal phag#atement thus
producing a "konstellative Artikulation" (articulab in the form of a constellation) with a simuléerus and/or alternative
"flashing" of the two vowels "I" and "e."28 Becausfethe restricted possibilities of a tape-recorgéainned for simpler
needs at home, the experiment was only to an estexessful. Claus's sound poetic work, which lsecheated since 1959
is based on spontaneous improvizations of speespéctively sound) or noise. These improvisatioesewecorded and
transformed into sound texts, later broadcast byest German Radio (Cologne) and the BavariandRdliinich).29

Graphic representations of sound poems: ValeriiStheol



Valeri Scherstjanoi, born 1951 in Kazachstan, hasllin Germany (East) since 1979 and made frientts Carlfriedrich
Claus. Deeply influenced by the Russian futurisésuses Russian and German vocabularies and phsifezapectively
microparticles of phonemes)30 which can be seésitiBavarian sound poem" (1998) (figure7) and sasinotations of
sound poems using Russian and German phoneme&hg&' (The narrowness), 1996 (figure 8).

Scherstjanoi opposes the merely vocal improvisattbat avoid any form of written notation of soyaems and tries to
replace the notation ofsound poems with the helpafe electro-acoustical methods of productionegttanoi thinks that
mere electro-acoustical methods of production terdkvelop into sheer abstractions of sounds.Zbmtrast, Scherstianoi
tries to keep a certain sound idea within its oiwit$, to put it down in writing and even to leatiy heart. For
Scherstjanoi sound poetry must remain poetry, daureof sound and meaning.

The author describes the creation of his sound xfollows:

1. Noting down - pronouncing the sounds in a loud slow voice, reading - taping - speaking (say#&tg.

2. Speaking - taping, listening to the recordechdsu saying, listening to the recorded sound ingalown - saying .... As
reading as | have written ... The hand-writtengere sound texts. The eyes see what the eardhibaxe ... The ears 'hear’
the atmosphere of writing.32

With full concentration, the recipient-reader-vievieable to re-enact in his mind the sound idelgvScherstjanoi is
performing on the stage. Cooperating with arti&es Zoro Babel (percussionist) and video artists Peider A. Defilla,
Scherstjanoi's video performances increase theeption of the sound ideas. Apart from this efféwe, visual level of the
video films reflect Scherstjanoi's special kindadficulations. In this way the genius of both astis maximized in their
output.33

The multimedia text

Already in 1984 the Canadian author BP Nichol agldjgbme visual poems for the Apple-Computer.34 Jbiisvare
makes the texts visible in a temporal course orstheen and reminds us of the reduction of animatfdetters in the visual
sphere. The development of computer technologysgirgea chance to adapt poems, i. e., the combmettitexts, graphics,
sounds, video clips etc. Experiments of this kirelemerging.35

Sound poetry is an art full of vigor which changestinually. The future of visual and sound podieg according to the
author, on one hand, in the possibilities of coraptechnology (digital recording, adaptations, gné&gions of different
texts, etc.). But it is not until new digital redang possibilities and the appearance of people manage without the
burden of the past (futurism, dadaism, concretérppehat new perspectives in the future will op€m the other hand, this
development will proceed only by means of the gewiusound poets exploring the form of speech haddlchemy of
words" (Hugo Ball) on a sheet of paper and on stteout using any technical aids, to demonstragefiexibility of the
letters, the words and the microparticles of speech
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