the talk poem emerges from a live performance to be edited taking into account, among other criteria, the reactions of the public.

Thus it is interesting to closely compare the recording of "talking at blérancourt," published on a CD along with the proceedings of Listening to the recording, and reading along in the book, one soon comes to notice that alterations do not âppear ât random, that they are not developments that the poet added ad libitum,but thar they occur quasi systematically ât moments when the unfolding peformance elicited reactions from the audience (especially laughter-but don't we know that laughter is not just a symptom of amusement, but can just as well express some degree of unease, a difficulry to understand, an agreemenr or a disagreement with that which one is witnessing).In the beginning of the talk, the added sentences bear on the stakes of art making: a recurring issue in David Of course,"Fine Furs" is included in the selected essays, concurring to the demonstration that there is no such thing as "a simple memory," in the same way as there is no simple composition nor simple reception.

The expansion of the field of action of the poem is, according to Antin in his comments about Allan Kaprow's prâctice and legacy, the correlative of the painters and sculptors"'enrichment and expansion of their field of action from the virtual space of the gallery wall and off the base of traditional Modernist sculpture out onto the floor and into the environment" ("Allan at-Work" Selected Essays 146). In this expanded field of action, the "boundaries" between the arts, tested and questioned in Antin's "talking at the boundaries," are porous, and poetry as the "language art" acquires the omnipresence of the disseminated.

To be "postmodern" in David Antint book is then indeed to accept the "very enlarged repertory of possibilities" ("Modernism 

  problem with the notion of the avantgarde that it turns itselffrom a discourse into a tradition whose members worry about its decline in a threatening future and maybe thats why i'm such a poor avântgardist because i'm mainly concerned with the present ("what it means to be avant-garde" what it means to be auant-garde 53) This concern with the present seems to contradict the very action of anthologi zitg a selection of essays about art and literature, focused on avant-garde works and spanning four decades-unless the present which David Antin is grappling with is not the flitting interstitial moment between a receding past for which we are inexorably nostalgic, and a looming future filled with uncertainties and hopes that can be as daunting as threats. Could it be the continuous present in which Gertrude Stein claims to be writing? A continuous present which is staged and enacted by the text itself, in the ways it keeps track of the difhculties of its composition, and makes us experience the difficulties of reading. In the ways also the text absorbs all the variety of life itself, and transfigures the autobiographical into " everybody's autobiography." HÉIÈNE A1r I r59 On the front cover of radical coherency, selected essays on art and literature 1966 to 2005 (University of Chicago, 201'1,Fig.1), whose title is derived from a talk poem included in the collection, two recognizable figures face each other: standing where we stand as readers and looking back, David Antin watches himself climbing up a path in the brush of a California canyon.The montage seems at first fairly innocuous, expressive of the movement of the book: a look back at the path taken to reach the present ofretrospection, and a look forward to what the future may hold, something which neither Antin nor we can clearly envision. This photograph, however, is also a statement on method, an image inscribing David Antin's constant preoccupation with the relationship between the agent of creation and the spectator: the addressees are part of the picture in the strong sense of the phrase, and as participating in the poet's project to articulate an exchange based on cohabiting with the reader. In the on-going project of the talk poem, now a very long-terrn action poétique dating back to the early 1970s, David Antin proposes ân organization and a rationalization of the communication between poet and reader:

  Antin's work, and one which the Selected -Essays address in a very useful and pointed manner. The talk-poem, like the essays in Antint collection, raises the issue of reception, and its complex relationship with an author's intention. One could argue that the belatedness in the publication of these essays stems, at least in part, from the implications of collecting as â new arrangement, a performance in itself and a meaningful gesture of composition. With the talk-poem and its sometimes uncomfortable, and always problematic position as oral and written text(s), DavidAntin is continuously questionirrg the very chronology of composition, and asserting over and over the contingency of the work of art as final object.The results of the poet's work can take a variety of forms: they can remain recordings as in The Principle of Fit 2;they can be lost but for a series of photographs taken during the performance without text, date or location (Fig.2fronL Conuersation 1,15);they can become the objects of dream and imagination as the "sky poems" evoked in "Fine Furs": My image of those beautiful white letters, formed so elegantly by the plane and over such along time, that I had to wait to find out what the words were, and had to remember them as they began to disappear-by the time it said FURS, FOX 1 My italics to signal the text added in the 2005 written version qr HÉIÈNE A1r I 16r had begun to blur and the "I" had begun to vanish-tny sense of sitting on the beach, in the bright light of a clear blue sky, and the new pleasure of reading, gave me such a physical experience of the act of reading that I thought it would be nice to do a poem that waY, a skYPoem. ("Fine Furs" Selected Essays 292-293) What remains of the poem is the telling, a photograph that ironically does not reveal the text of the poems(Fig. 2 {tom Conuersation 120); what remains is what Antin evokes as "a simple memory" ("Fine Furs" Selected Essays 292) tn the opening of the essay.
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