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CORITA & The Begotten Word

   It is a great thing to come to the unbegun places of
   our living and to say:  Now we will find the words.
       -- Muriel Rukeyser 

Many things happen in our daily lives, and the resulting accumulation shapes the fullness of life 
for each of us.  However, sometimes things happen that are just beyond our awareness, either 
because we are pre-occupied with some internal musings or because we have actually chosen to 
consider something else.  Not long after I graduated from college, I became aware of a series of 
books created by Corita Kent and Joseph Pintauro.  On one of the dust jackets  Corita is quoted: 
“The purpose of art is to alert people to the things they might have missed.”  This resonated with 
me.  I realized how much I had been missing and I began to look to art as my way of finding out 
what I had not been noticing.

Corita knew that visual and verbal information are part of everyone’s life, especially as we live 
in a world where advertising is omnipresent. In this industry, color, word and image combine to 
make sure people do not overlook something that a company wants them to buy.  As a tool of 
trade for all sorts of businesses, advertisements are created to focus our attention on, and to 
create a felt need for, particular objects which we will then buy. 

Corita sees a different purpose for word-color-image.  In the hand of the artist, she asserts, the 
reason for this combination is to lead us to seeing something we haven’t noticed.  The artist 
makes the effort to open the human spirit to deeper layers of meaning, to unique ways of seeing, 
to new experiences of being.  In Corita’s words, word-color-image is to alert us to what we might 
be missing.  

Her art certainly had this purpose.  Corita pointed to the most common and unveiled the most 
extraordinary.  In any given creation, she 
had the ability to uncover the memorable.  Her love of words, colors and images allowed her to 
“recreate them into entities so that meanings will not depart fitfully as they do from the mind, so 
that thinking and belief and attitudes may endure as actual things” (Shahn).

The thoughts, beliefs and attitudes that were the center of Corita’s life became the content of her 
art. It was how she taught others to make art (Kent and Steward). It was her offering to her 
viewers so that we might discover something we have missed.  She carefully chose words from 
poets, mystics and philosophers, and then she shaped them into in/forming words, re-forming 
colors, and performing images.



IN/FORMING WORDS

 Words differently arranged have a different meaning.
 and meanings differently arranged have different effects.
     -- Blaise Pascal

In choosing and placing words the way she did, Corita created two important effects.  First, she 
informed the viewer; her words convey significant ideas.  A quote from the Bhagavad Gita 
announces “whatever path men travel is my path.  No matter where they walk it leads to 
me” (#7). She has selected the words of a Hindu god (Shiva) who, in nonjudgmental inclusivity, 
welcomes all to his presence.  The statement values Hindu religious thought, suggests the 
possibility of creative response, nudges us in the direction of political action, and causes us to 
step back in awe at what is humanly possible. 

Second, the words travel -- sometimes slowly, sometimes quickly -- to the heart of each of us.  
Once inside, they begin to form us:  “I love you very”  (#8).  The words are all familiar, but their 
combination is not.  And so, when we say them, they speak to us differently, and our ability to 
love changes.  We cannot love in an ordinary or casual way.  Now we sense that we can “love 
very,” which is perhaps quite a new concept. We are in/formed by the art we see; our inner world 
is formed anew.

RE-FORMING COLORS

 The starting point (for artists) is the study 
 of color and its effect on human beings.  -- Wassily Kandinsky

The words chosen by Corita were given a gem-like quality by her use of color.  The radiance and 
brightness of the ideas are emphasized and confirmed by the color surrounding each passage or 
poem.  Consider Emerson’s thought:  “The invariable mark of wisdom is to see the miraculous in 
the common” (#4).  In Corita’s hand, the common color of the common dandelion, and the 
common leaf, and the sky, and the grass lift these things which are part of our daily life into the 
realm of miracles.  The white space between and around vibrate with the extraordinary as well.  
With increased sensitivity we are reformed observers of the common.  Before our very eyes, the 
ordinary is re-made:  the colors have had their effect.

This power of color is apparent in all of Corita’s work. “I love you very” (#8) vibrates with the 
joy of red that could suggest the movement of love through our veins, like blood.  The piece 
which quotes the Bhagavad Gita includes the warm colors of a path that might lead through the 
mountains; color conveys the extraordinary journey required for all who dare to travel that inner 
path toward the Divine.



PERFORMING IMAGES

 Images are . . like an actor on the historical stage. . .  a history  
 that parallels and participates in the history we tell ourselves  
 about our own evolution from creature  “made in the image” of  
 a creator, to creatures who make themselves and their world in  
 their own image.   -- W.J.T. Mitchell

Corita’s task as an artist was not to join word and color alone.  It was also to create an image 
with word and color.  The shapes of the colors become an image, time and again.  And her image 
on paper is an active one; it is like an actor on a stage, performing before our very eyes and 
changing us in the process:  flowing red invites us to love very; ochre invites us to walk the path 
to the divine; sparkling yellow invites us to experience the miraculous in the common.  The 
performing image calls forth our own dramatic actions.

The print community contains words by Barbara Ward: “. . .either we are going to create a 
community or we are going to die” (#9).  The words on the lower right side  combine with colors 
that give a particular presence:  an ominous swath of black curves from top left around to lower 
right.   Overlapping primary colors -- red, yellow and blue -- are partially contained by the black 
curve.  The dynamic shapes of colors perform for us; they want to expand, move, dance.  But the 
black curve feels like it wants to close, to contain the color. The drama is set, and we realize that 
the image places high expectations on us.  We have something we can do, and it is in the context 
of either/or.  Becoming a community has activities connected with it.  The alternative death is the 
inevitable outcome of doing nothing. The conflict is full of personal responsibility and social 
dynamic. An optimism dominates, because the circle is still open. We must act, now.

 
MOMENTS

 Time past and time future
 What might have been and what has been
 Point to one end, which is always present.   -- T.S. Eliot

The series Moments has eleven prints which spread out across a wall like a miniature mural.  
Each print stands alone in word, color and image.  But they also combine to form a great, 
expressively growing ivy that twines its way from the burst of life at the center point all the way 
through to the extreme ends where flowers bloom.

The words on each print in/form us: “This moment contains the fullness of all moments, nothing 
else is needed” (#12-f).  With those words we believe that “now” is worth living.  Something is 
opened anew in our souls that begins to value the precious moment that is ours. It is full, indeed.



Colors re-form our way of life.  The path of brown vine moves left and right, cutting through 
yellow, red, blue and violet, shattering notions we might have had that the moment confines. 
“Love the moment and the energy of that moment will spread beyond all boundaries” (#12-a).  
The boundaries beyond which the energy spreads include those of a single color, of a single 
moment, of a single life.

The image of flowering vine performs as a live plant.  It reaches for the places where it will 
blossom.  All along the way there are moments of insight which are especially noted:  “Live the 
moment light” (#12-d); “Your each moment is vital because it affects the whole” (#12-i); 
“Flowers grow out of dark moments” (#12-b).

We step back to see the whole image, then come closer to read the individual prints.  Each one 
represents marks a moment on the journey, a remembered moment from some point along a 
pathway of growth?  “Life is a succession of moments.  To live each one is to succeed” (#12-k).

The words, the colors, the flowering vine -- they all combine to create a living organism that is 
particularly precious as it expresses successive moments of daily living and insights that living 
brings.  Corita’s art informs our perceptions of what is important.  It reforms our attitudes 
towards each moment.  And it calls us to perform our daily tasks with an awareness of the 
fullness of life unfolding and a willingness, with each step, to “accept the moment as the friend it 
is” (#12-g).

THE POET’S POWER

 My favorite symbols were 
 those which I didn’t understand.  -- A. Gottlieb (Corita 1970)

Corita made an art of combining word and color to create images.  While she shared concepts 
with graphic designers in the advertising world, hers was an art made to celebrate the freedom of 
ideas, the transformative capacity of the visual word, and the power the word/image to express 
and impact human life.  

It is not an art without roots.  Words had appeared not only in advertising but also in broadsides 
-- printed sheets meant for sharing information or ideas -- and in the works of early 20th century 
artists who intertwined image and word.   Broadsides had appeared with the printing press; they 
gave opportunity to disperse diverse ideas from political theory to musical celebration.  In 
America ideas of freedom and right thinking were spread through the colonies and early states by  
politicians eager to speak for the masses.  Cheap paper and quick printing became the means for 
eager believers to pass the printed word on any subject from community to community; 
broadsides could be handed out or slapped on posts for all o read.  They were not art, but 
certainly they were a precursor to the art that Corita created.  Her word and image posters were 
invitations to be not simply observers but also to be bearers of the word.



In the early 20th century, Henri Matisse created books of word and image. Sometimes the words 
were part of the image; sometimes they were on a facing page; sometimes they were poems that 
Matisse was inspired by.  In all cases the artist’s beautiful colors were related to written words.  
Dada artists of this same period also shaped words and images in order to create a visual 
experience on a page, on a poster, in a work of art.  In 1970, when Corita published the book 
Damn Everything but the Circus, she was part of a good tradition.  
 
And she was also at the forefront of a shift that was occurring. There was a growing interest in 
the kind of combination of word and image as a stand-alone piece that Corita created.  And it 
was around poetry that this interest centered. The poem began to find a place not necessarily in a 
book but instead as a printed page where word and image, and sometimes color, became 
combined as a work of art.  The poetry broadside movement started to grow and has become 
more visible each decade since the middle of the last century.  Poetry broadsides are 
collaborations.  The poet and the poem, the artist who combines word and line to make an image, 
the printer and letterpress and style of print and paper -- all of these come together to create a 
unique presentation.  And from its inception, the poetry broadside movement has focused on the 
elements Corita mastered so brilliantly:  
focus on word, color and image for the sake of a visual presentation of the word.

A POETRY BROADSIDE COLLECTION

 POETRY / at its best /  is the language  / your soul would speak
 if you could teach your soul to speak.    -- Jim Harrison  (#37)

The forty plus poetry broadsides on exhibition are gathered from different sources.  Some are 
privately designed and printed; some are 
printed by a designers/letterpress masters like Lisa Rappoport of Littoral Press;  and some by 
publishers:  City Lights Books and Copper Canyon Press.  What becomes important to all of 
them is the quality of the finished project. It must be beautiful, well-made, carefully designed, 
and an invitation to the reader to consider the work with keen attention.  If Jim Harrison’s words 
are true, the broadside is made precious because through it the soul is speaking.

THE POEM AND IMAGE

The words printed on a broadside are often the complete poems.  They demand a looking; they 
may take time to read.  The impact is only in the long attention given to the unfolding idea, the 
story known in reading.   But they also, usually, have an accompanying image which enhances 
the experience of reading.  David Budbill’s poem (#14) is placed next to a woodcut by Susan 
Walp:  the poet plays a wooden flute.  And the poet speaks:  “Often I think I’d rather / play my 
flute than write a poem. . .”   We follow his words, and glance back at the image, realizing the 
illustrative aspect of the image, giving light to the playful words of the writer.  We read, but we 



also begin to think we can hear the music: “no need for thought. . ./ just emotion, feeling, 
sound”; the poem is clearly happening as we read AND see.  The breath rises from the flute, 
wafting into the air for all who would listen. The art and words unite.

Other broadsides are created with a symbolic visual reference to one line, or a particular image, 
from the poem.  For “Ocean,” by Olav Hauge (#52), the designer created what appears to be the 
surface of the ocean with its “shifting reflections” matching the seventh line of the poem.  In 
“The guard is coming well” (#18) the poet’s name is embossed in the yellow paper, as if to invite 
us into the broadside to know the writer both in the poem and in the paper.  And just below Juan 
Felipe Herrera’s name is his title in black italicized print:  US Poet Laureate, 2015 -- highlighting 
the significance of the first Hispanic-American poet to receive this recognition.

FRIENDS TOGETHER

The broadside as an art form does not preclude collaboration among poets.  A broadside in this 
exhibition was created by three poets and is titled Three from Three (#20);  Paul Pines, Sherry 
Kearns and Richard Carella joined together to make this work.  It is a rare treat to experience 
these carefully selected poems, as each enhances a theme that is contributed by the other two.  As 
the words emerge, creative thoughts arise, and each poem becomes. We consider Pines’ “Eternal 
secrets in the nautilus / of their ears”  while aware that for Carella “everything bleeds out” and 
that Kearns realizes that “lines put down in ecstasy / could not be erased.”  The interplay 
awakens a consideration of the deeper realms to which poetry can lead us.

THE APHORISM and THE ONE LINER

A chosen line from a poem can resonate in isolation from the poem itself.  And some poets play 
with aphorisms as a line that generates a poetic idea.  One such poet, Theodore Roethke, wrote a 
book titled On Poetry and Craft. From this text, a resulting broadside includes a challenge 
coming from the poet to his students and to us:  “What we need is more people who specialize in 
the impossible” (#43).  The broadside includes red letters to state the need, and horizontal bold 
letters that can be read doubly:  as a continuation of the first part, and as a command to 
“specialize in the impossible.”  While this is the poet speaking as teacher,  it is more importantly 
a creative person speaking to all people who would dare to follow their dream.  

LANGUAGE

Han-Shan’s poem #82 is written twice on a broadside, in original Chinese characters and in an 
English translation  (#44). This choice makes us aware of the cultural range of the poem.  We 
read Red Pine’s rendering of the characters in translation, knowing at the same time that there is 
a richness to the original that even he cannot convey.  We as readers will not totally comprehend 



the nuances of the original even as we open ourselves to the subtleties that are part of the 
English.  The visual image on this broadside underscores the tension between original and 
translation, asking us to remain cognizant that translation includes interpretation and exclusion.  
The image of the moon that appears on the broadside corresponds to “moonlight” in the poem. 
But the whiteness of the poetic word in our imaginations might not be an exact match to the 
designer’s slightly yellow moon.  Visual and verbal images dance in our minds as we play with 
the word and image before us and our own personal vision.  The result is a deeper understanding.

CORITA & THE BEGOTTEN WORD
AWAITING OUR RESPONSE

Both Corita in her choice of words and the poets whose words are on broadsides have this in 
common:  They invite us to slow down, to consider the word and how it shapes our experience.  
The work of the visual artist, the poet, and the designer of the broadside is creative: each makes a 
contribution to our seeing and understanding of the word.  However, the most significant impact 
they create is in the resulting effect the word has on its readers and viewers.  What do we do with 
what we have read?  How is our way of experiencing the world different?   Has something 
changed in us, in how we see and respond, in what we do with what we know and have?  The 
word is not only begotten; it continues begetting.  The word awaits our creative response.
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CHECKLIST
CORITA KENT’S SERIGRAPHS

1. o lucky lucky lovers, 1963.  29 x 8 in.

 Ballad of Hunger for the Coming.  -- St. John of the Cross. 

 “Living in lively hope / With that good news from the sky,
 Earth saw the peonage days / Pass more passably by.

 O but hope is a humdrum food / And love is a raging fire!
 The bride who would glow with the groom / Knew anguish of desire.

 Praying and praying again, / Sighing and wan with pain,
 Weeping and weeping again, / Night and day to exclaim

 that he would make up his mind and come, / join with her right away.
 You could hear:  O lucky love, / If I live to see the day!

 You could hear: Oh it’s long enough! / You know you must come -- then come!
 You could hear:  If a thunder clap / Split heaven this minute, and him
 
 I saw with my very eyes! -- / No more misery then.
 Oh the earth is a dry mouth begging. / Clouds, uncage the rain!

 Clay earth, cleave you open, / Finish with thistle and thorn.
 The flower that makes all earth floral -- / Time for the flower to be born.

 You could hear: O lucky lucky / Lovers to see that day --
 With your own eyes your lover / Hastening your way;

 Stand near enough to touch him, / Brush by his very side,
 When that mysterious stranger / Hints what the night shall hide.”

2.  a piece of good news #1, 1963.  22 x 23 in. 
 “That’s what’s needed, don’t you see? That! Nothing else maters half so much. To 
 treasure one another.  To answer each other.  Perhaps only you can listen to me and not 
 laugh.  Everyone has, inside himself . . . what shall I call it?  A piece of good news!  
 Everyone is. . . a very great, very important character!  Yes, that’s what we have to tell 
 them up there.  Every man must be persuaded -- even if he’s in rags -- that he is 
 immensely, immensely important! Everyone must respect him; and make him respect 
 himself too.  They must listen to him attentively.  Don’t stand on top of him, don’t stand 



 in his light.  But look at him with deference.  Give him great, great hopes, he needs 
 them. . . especially if he’s young. Spoil him! Yes, make him grow proud. “ -- Ugo Betti

3. chaos, 1983. 5 x 7 in.
 “You must carry a chaos within you
     to give birth to a dancing star.”  -- Nietzsche.  
      
4. the common dandelion, 1980.  20 x 20 in.
 “The invariable mark of wisdom 
      is to see the miraculous in the common.” -- Emerson.  

5. groundwork - yellow, 1979. 12 x 12 in.
 “The groundwork doesn’t show ‘til one day.”

6. a bird, 1962. 10 x 13 3/4 in.
 “A bird will be yellow and silent.” 

7. whatever path (3 of 4), 1978.  11 7/8  x 11 7/8 in.
 “Whatever path men travel is my path. 
      No matter where they walk it leads to me.”-- Bhagavad Gita. 

8.  I love you very.  1983.  5 x 7 in.

9.  community, 1982. 24 x 18 in.
 “. . . either we are going to become a community 
      or we are going to die.”  -- Barbara Ward    
       
10.  an unfolding, 1971. 11 x 14”  
        “All our progress is an unfolding like the vegetable bud.
  You have first an instinct, then an opinion, then a knowledge
  as the plant has a root, bud and fruit.
        Trust the instinct to the end, though you can render no reason.
  It is vain to bury it.  By trusting it to the end, it shall ripen
  into truth and you shall know why you believe.” -- Emerson, 

11. Love, 1970. 12 x 12 in.

12. Moments, 1977, (book). each is 15 3/4 in x 11 1/4 in. Combined:  15 3/4 x 124 in.

a. “love the moment / and the energy / of that moment 
  will spread / beyond all /boundaries”
 b. “flowers grow / out of the dark moments”



 c. “out of the darkness / of one moment / grows the light / 
  of another moment / perhaps in some distant time / 
  if not in the next moment / love the darkness.”
 d. “live the moment / light”
 e. “The alchemy / of the moment / is happening”

f. “this moment contains / the fulness of all moments / nothing else is needed”
 g. “Accept the moment as a friend it is”
 h. “the empty moment is / the full moment is”   
 i. “your each moment / is vital  / because it affects  / the whole”
 j. “live the dark moment”
 k. “life is a succession of moments / to live each one is to succeed”

13.   Corita Kent’s Rules and Hints for Students and Teachers, Corita Art Center.  
 Poster, reproduction: Lettering by David Mekelburg.

POETRY BROADSIDES A Selection

14. David Budbill.  Often I Think I’d Rather. 9 x 12 in. Chester Creek Press. n.d.
 “Often I think I’d Rather
 play my flute than write a poem --”

15. Richard Carella. The Star-Gazers.  18 x 10 in. Weathered Orb Press, 2015.
 “Late last night 
 we walked the dog”

16. Lawrence Ferlinghetti.  Allen Ginsberg Dying.  25 x 18 in. Nepal: Mandala Press, 2005.
 “A great poet is dying
 but his voice won’t die.”

17.Lawrence Ferlinghetti. Pity the Nation (After Khalil Gibran).  25 x 18 3/4 in.
 Nepal: Mandala Press, 2008.
 “Pity the nation whose leaders are liars
 Whose sages are silenced.”

18. Juan Felipe Herrera.  The Guard is Coming. 16 x 10 in. Double Trip Press, 2015.
 “but that nothing is everything, if you feed it with love”

19. Juan Felipe Herrera. El Arbol. City Lights Books.  17 x 11 in. Barry Moser, 2015.
 “I was your aged apprentice”



20. Three From Three:   11 1/2  x 16 in. Chester Creek Press, 2017.      
 Paul Pines. I Who Have Spoken the World.
 Sherry Kearns. Imagined.
 Richard Carella.  Everything Bleeds into Nothing.

21. Henry Lyman.  Her Library.  11 x 16 1/2 in.  Mad River Press, 2008.
 “. . .and put herself to sleep again by dreaming all the pages lost.”

22. Jack Gilbert. Refusing Heaven.  22 x 15 in. Mad River Press, 2008.
 “The old women in black at early Mass in winter
 are a problem for him.”

23. Jack Gilbert. Getting Old.  17 1/2 x 22 in.  Calumet Press, 2003.
 “The soft wind comes sweet in the night
 on the mountain.”

24. W.S. Merwin.  Waves in August. 10 1/2 x 8 in. Small Press Distribution, 1999.
 “. . . it would seem we knew
 enough always about parting”

25. T.S. Eliot.  Choruses from the Rock (1934). 7 x 5 in. Card, reproduction.  n.d.
 “All our knowledge brings us nearer to our ignorance,”

SQUAW VALLEY 
Community of Writers Poetry Broadsides, 
Portfolio Designed by Lisa Rapport at Littoral Press, 2011

26. Kazim Ali.  dogwood hour -- malachite. 11 x 7 1/2 in. 2010.
 “father will the sun always unwing me”

27. Jimmy Santiago Baca. The Elegance With Which.  13 x 9 in. 2007.
 “The elegance with which
 in the sweetest humility, the
 lilac senses the time”

28. Forrest Gander.  Road and Tree.  12 x 9 in. 2010.
 “Is it memory now?”

29. Robert Hass.  Gerhard Richter: Abstrakten Bilden.  13 1/2 x 10 1/2 in. 2008.
 “Action painting,” i.e.,
 The painter gets to behave like time.”



30. Brenda Hllman.  The Late Cold War.  12 x 8 1/2 in. 2009.
 “Nancy Drew was in love with the obstacle not the clue”
 “The psyche rises like mist from things, writes Heraclitus”

31. Major Jackson.  Leave It All Up To Me. 12 x 9  in. 2011.
 “All we want is to succumb to a single kiss”

32. Galway Kinnell.  Everyone Was in Love.  11 x 8 in. n.d.
 “One day, when they were little, Maud and Fergus
 appeared in the doorway, naked and mirthful,
 with a dozen long garter snakes draped over
 each of them like brand-new clothes.”

33.Sharon Olds.  Everything.  9 x 12 in. 2011.
 “love stays, where nothing is, and seeks.”

34. C.D. Wright. Ponds, in Love.  9 1/2 x 12 1/2 in. n.d.
 “Of events one sustains incomprehensible feelings”

35. Dean Young.  Rushing through the Night.  11 3/4 x 9 in. n.d.
 “The mind is made up of silver dots.”

COPPER CANYON PRESS BROADSIDES
from Broadside Register, Port Townsend, WA: Copper Canyon Press, 2017.

36. Marvin Bell.  To Dorothy.  6 x 9 in. The North Press. 2015.
 “You are not beautiful, exactly. / You are beautiful, inexactly.”

37. Jim Harrison.  Poetry at its best. 5 7/8 x 8 7/8 in. The North Press, 2015.
 “Poetry / at its best / is the language 
 your soul would speak
 if you could teach your soul to speak.”

38. Robert Hedin.  Field Notes. 7 x 7 1/2 in. The North Press, 2017.
 “Every poem is a small creation myth.”

39. Yuan Mei.  Falling Leaves. 7 3/4 x 7 1/8 in.  Sam Hamill, Printer, 1997.

40. W.S. Merwin.  West Wall.  11 x 8 1/2 in.  Commercial Print, 2012.
 “In the unmade light I can see the world”



41. Gregory Orr.  Orpheus & Eurydice. 10 x 7 1/2 in. Sam Hamill, et al. 2001.
 “To guide someone / through the halls of hell / is not the same as love.”

42. Camille Rankine.  from  Matter in Retreat. 9 3/4 x 7 in. Expedition Press, 2016.
 “& what are we”

43. Theodore Roethke.  Specialize in the Impossible. 5 7/8 x 8 7/8 in. The North Press, 2015.
 “What we need is more people who specialize in the Impossible.”

44. Han-Shan. #82.  8 x 8 in. The North Press, 2015.
 “contemplate emptiness and the world becomes still”

45. Richard Siken. from   Dots Everywhere. 9 5/8 x 7 in. The Expedition Press, 2015.
 “Maybe we will wake up / singing.” 

46. Ruth Stone. One Thought.  5 7/8 x 8 7/8 in.  The North Press, 2013.
 “I cannot live without you, / O brief and inconceivable other.”

47. Ocean Vuong. from Someday I’ll love Ocean Vuong. 9 3/4 x 7 in. The Expediton Press, 2016.
 “The most beautiful part of your body / is where it’s headed.”

48. C.K. Williams.  Lost Wax. 11 x 8 1/2 in. Commercially printed, 2012.
 “Was ever truth so malleable?”

49. C.D. Wright. It is a function of poetry.  5 7/8 x 8 7/8 in. The North Press, 2016.
 “It is the function of poetry
 to locate those zones inside us that / would be free, and declare them so.”

COPPER CANYON PRESS BROADSIDES
SPINNING DOWN TO CLEAR WATER, 2017.
A collection of eight poetry broadsides chosen and designed by a master class at the School 
of Visual Concepts in Seattle. Port Townsend, WA: Copper Canyon Press, Spring 2017.

50. Heather Allen. Pool.  12 x 9 in.
 “Like echoes of a sound
 Beyond our hearing.”

51. Dan Gerber.  After the Rain. 12 x 9 in.
 “as if to ask if I see it, too.”

52. Olav H. Hauge.  Ocean.  12 x 9 in. 
 “See, the ocean gleams,



 I, too, have stars
 and blue depths.”

53. Jim Harrison.  Waves. 12 x 9 in. 
 “We’re surely creatures with unknown gods.”

54. Tom Hennen.  Late March.  12 x 9 in.
 “A sound that puts little dents
 In the wet air.”

55. Ted Kooser.  Dishwater. 12 x 9 in.
 “Slap of the screen door”

56. Alberto Rios. The Thirst of Things. 12 x 9 in.
 “Desert having been ocean
 Remembers water, misses it”

57. Arthur Sze.  June Ghazal. 12 x 9 in.
 “find the world in a gold leaf spinning down
 in silence to clear water.”

MISCELLANEOUS

58. Oliver Wendell Holmes.  Cacoenthes Scribendi. n.d. 7 x 9 in.
 Wood engraving by Fritz Eichenberg.
 “Call for more pens, more paper, more ink.”
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