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Nicol Brossard's fronral assault on inherited lang

structures and use in wr i t ing is one of  rhe

important among recent attempts to repossess

guage as proper ro one's self. The specifics of
property which have interesred me since I began
read Brossard in the Coach House translation

text/texture, surface, voice, and translat ion.

By text / texture I  mean that layer in her wr i r ing

engages the conrenr and the making of  i t  at

There's no way our,  for  the reader.  She is so at  the

of the making of ir, brings ro the references so much
the condi t ion of  their  actual  prescnce on the page,

one is l i teral ly . . there, , .  
"Standing and watching

word river,, she says in 
'l'urn 

of a Pang, or one of t

wonderful double tracks in A Book which find

story and storymaker at any parricular point, or

Hence the vert ical

in her text  contains

what  she does  w i th  thesc  poss ib i l i t i es  wh ich

..surface' , ,  the interplay of  word,  refercnce,

ing ,  space,  moment ,  e tc .  "S fords  wh ich  take

meaning frorn other words at the expense of the

ers. . .  "  she unravels  in  A Book,  This  is  where the

of the art resides, in the play of possibi l i ry, then

ion, then revelat ion,  and so on. Wlt i le teaching

ng classes this past year I freqr-rently usecl the l incs

"Ar t i cu la t ion  
(s ic )  Def t r rmat ion  in  P lay '

, . r iver mor.r lded in the calm

flood as fierce ancl f loral f l"

a good exarnple of  thc reinstatement of  thc 1>r i rnary

i t ion of  languagc. Herc shc is alr le to givc

n i t i o n  t o  r h e  r o o t  e t y m o n . , f l ,  b y  b e i n g  s o

nt at  the vert ical  sr . r r face of  that  point  (as lvcl l  as

eath  or  ours idc  i t  in  the  la rger  nar ra t i ve) .

physical ,  muscular,  sensual ,  sexual  i rnpetr-rs for

of  her wr i t ing becomes thc very surfacc oi  rhc

uage.  A  coup lc  o f  pagcs  f i r r ther  o t r  in  .Ar r i cu l i t -

) ) ,

"ef fect  
which movcs l ikc i I  c i rc lc tcrnPtc( l  to

encirc le the centre ancl  thc eyc whcrhcr in mitscrtra

or in appearance anodync ancl  the etcrnal  cf lcct  of-

f i c t ion  sceps  majes t ic i r l l y  (s ic )  l iqu ic l  Sh( -RE-

TION (on the eclge of  tc i l rs in heat) '

I lst^ lsd I of signs and information.

e at any horizontal point

um possib i l i ty .

anywhere in her wr i t ing rhere is always the inscr
physical ,  scnsate i rnagcs r l rc part  of  a physical

story of the srory. I  love i t  because the activiry of
mind in thar srance is unpredicrable and full

r iocc l> t i ve)  tnovcmct ) t  o f - r l rc  worc ls .  
' l ' h is  

lo r tg ,

revelat ion.  The speed of  the mind, rhe text  of  the mi
poem l inc  m<l t ion ,  so  typ ica l  in  hcr  rv r i t ing ,

l*
in motion, a l i fe fu l l  of  s igns and informat ion about

aga in  rc ins ta rcs  a  na t t r ra l  1 ' ra ra tax is  to  rhc  rc l i t -
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tionships berween words (and bodies).

Another aspect of Brossard's writing w
found engaging is 

"voiceo. 
I  don'r  wanr to

analytical about it bur I sense what is coming
is what used to be called the ..middlc voice'
<action done for oneself (between the ac

passive voices). 
" I t  is mosr evident in A

verbless, subjectless, and objectless <sent

lage snapshot scenarios of rhe <srrange> p

goes on berween word and world. The

constructed with the . .eye'  at  the center whi

down the mind's habit of skipping too quick
of the language (for the sake o[ srory). Such e

r as "And so this page." or . .Rain, a mirror i
puddle.> or <<Problernar ical  words.>) or 

"Loversr
larer in the nighr. )) come across as srage directi
the mind-play berween the author, herself,
reader.

I  have done some paral inguist ic (because I
..know,' French) translarions of some of her

I have found her writ ing lends itself to rhat

is primarily language (and therefore body) ori
That is, one can feel more l iterally the actual l i fe i

language without necessarily knclwing rhe full

reference involved. There is the danger of mi
r iat ion in th is,  however,  and I  am aware t

writ ing is not simply a language playground bur
highly personalized invesrigarion of possibi l i ty.
avai labi l i ty of the vital iry in her writ ing is asrou
at any level; it makes mc war-rt ro know more.


