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Introduction: A Pre-screening Symposium
Discussion of REED Themes

Darren Lingley

In June 2013, through the sponsorship of the Faculty of Humanities and Economics Academic
Support Committee and the Department of International Studies, Kochi University welcomed
award-winning Canadian filmmaker Fumiko Kiyooka to present her documentary film Reed:
The Life and Works of Roy Kiyooka. Screened nationwide throughout the month of June at
universities, academic societies, and at the Canadian embassy, the film is an intense and personal
portrait of one of Canada’s foremost multi-disciplinary artists. Roy Kiyooka is recognized not
only as a force as a Canadian painter who played a prominent role in shaping the New York
School of Painting but also for his critically acclaimed work as a poet and photographer, and for
his lasting national and cultural influence in Canada. Bringing this important film to Kochi was
of special significance given that Roy Kiyooka’s mother, Mary Kiyoshi Kiyooka (née Kiyoshi
Oec) grew up in Kochi City at the beginning of the twentieth century, before emigrating to the

west coast of Canada in 1917 to join her emigrant husband.

The film weaves Roy Kiyooka’s multilayered life story within a broad range of complex themes
related to developments in the Canadian art scene, literary and cultural movements of the 1960s
and 1970s, and personal reminisces in the form of interviews with colleagues, family, and friends
— all of which is further situated within a historical and social framework based on the Nisei
Japanese-Canadian experience. It moves slowly and artfully from a recounting of Kiyooka’s early
childhood and family life in Calgary (and later forced departure to Alberta’s hinterland farming
area of Opal) on to a description of his career as a leading artist who taught at the top art schools
across Canada and influenced a generation of painters. The film then deals with Kiyooka’s
decision to suddenly abandon painting for other artistic interests, most notably poetry and
photography and, to a lesser extent, music and other performance genres. Interspersed throughout
this narrative are accounts of his personal life and his many turbulent relationships, tales of indul-
gences from the Beat Era, reflections on his joie de vivre approach to all things intellectual, and a

personal reckoning of his own complicated identity as a Japanese-Canadian.

Even with Japanese subtitles, the issues raised in this fascinating film can at times feel slightly
decontextualized or ‘culture bound’ with its many personal, social, cultural, and historical refer-

ences. To counter this potential effect for an audience of Japanese viewers not familiar with these
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facets of the Canadian experience, and to make the Kochi University screening of Reed: The
Life and Works of Roy Kiyooka a ‘culture rich’ rather than ‘culture bound’ experience, a mini-
symposium entitled, ‘A Pre-screening Discussion of REED Themes’ was held before the film
was shown on June 19". Four contributors discussed selected themes raised in the film with the
aim of making the rich complexities of this documentary tribute to Roy Kiyooka more acces-
sible to the target audience. First, filmmaker Fumiko Kiyooka provided an overview about the
main features of her father’s critically acclaimed art by highlighting how Roy Kiyooka’s work
has been received by several of the central figures in the world of Canadian art. Having the film’s
creator screen her work, discuss her father’s contribution to Canadian art, and field questions at
the film’s conclusion lent even greater resonance to the Kochi University screening of REED.
This was followed by a presentation by Fusa Nakagawa who discussed Japanese emigration to
North America from Kochi, focusing primarily on another local emigrant, Takie Okumura. The
third symposium participant, Darren Lingley, provided background on the racism that Japanese-
Canadians endured in the period directly before and after World War II, highlighted by the forced
evacuation and internment of Japanese-Canadians, which in turn led to an important theme raised
in the film — that of the Japanese-Canadian redress movement. Finally, Yoshiko Seki helped to
bring Roy Kiyooka’s poetry to life by identifying the postmodernist features in his work. Her
presentation helped to explain, among other things, several of Kiyooka’s poems associated with
his StoneDGloves (1969-1970) photography project.

Roy Kiyooka’s connection to Japan, and to Kochi, cannot be understated. His father was from
Umaji-mura and his mother Kochi City. He made several trips back to Japan and Kochi in his
lifetime to explore this formative part of his identity, and Fumiko Kiyooka has highlighted
her father’s Tosa samurai roots by emphasizing similarities in character between Roy and his
maternal grandfather, Masaji Oe. Oe was a well-educated Tosa sword master; the very source of
the film’s ‘REED’ title comes from him. Fumiko Kiyooka describes her film project thusly: ‘My
great-grandfather was a samurai warrior nicknamed REED. My grandmother always said that
my father, Roy, had the same spirit as her father. Of all her children, Roy lived by the Bushido,
an unwritten Samurai code of conduct.” Sri Lankan-born Canadian writer, Michael Ondaatje,
was a close friend of Roy Kiyooka and views the ‘reed’ analogy as appropriate by noting in the
film that Roy °...was like a reed, receptive to every nuance in you.” That he so closely resembled
the strong spirit and character traits of his Tosa grandfather, lends weight to what Kochi must
have meant to Roy Kiyooka. And then there is Mothertalk, a translated collection celebrating the
stories that Roy’s Tosa-born mother told him about her life back in Japan. As shown in the film,
Mothertalk had great personal significance for Roy. Yet beyond a few distant Kiyooka relatives
in Kochi who know of what Roy accomplished in Canada, the Roy Kiyooka story with its strong

Tosa roots has not been fully explored and celebrated here. Fumiko Kiyooka’s 2013 visit to
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Kochi University to screen Reed: The Life and Works of Roy Kiyooka, and this pre-screening
project symposium, helps to at least partially redress this shortcoming. It is our hope that future
projects undertaken by Fumiko Kiyooka, most notably a planned feature film project centering
on the life of Roy’s mother, Mary Kiyoshi Kiyooka, will further nurture and celebrate Kochi’s

place in the story of this prominent Japanese-Canadian family.

Acknowledgement:
We are grateful to Tetsutaro Abe, Tomohide Matsushima, and Naohito Mori for their valuable

support in making this project such a success.
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Roy Kiyooka’s Art: Emerging Perspectives
from Canadian Art Scholars

Fumiko Kiyooka

When Darren Lingley asked me to give a short presentation on Roy Kiyooka’s visual art, 1
did not feel qualified because Canadian scholars are still working on putting his work into a
perspective. Therefore, I have included some of the dialogue from Canadian scholars in regards
to this.

Ron (Gyozo) Spickett is a Canadian painter and a Zen Buddhist monk who taught painting at
the University of Calgary. As Spickett says, ‘We frightened some people because we tended to
take things too seriously...” They were breaking out of realism into a broader concept of what art
could be ... the study of something simple = a kind of transformational aspect to art very much
like Zen. When Dad and Ron were at art school there was a kind of expanded consciousness
that happened as a result of many people’s war experiences: the astonishment at just being alive.
There was a kind of surrealism about what life is really about; artists were interested in bigger

iSsues...

Dennis Reid is Professor of art history at the University of Toronto, and also worked at the Art
Gallery of Ontario and at the National Gallery of Canada. He is regarded as one of the finest

scholars in Canadian art that Canada has ever had. Reid stated in an interview:

I’'m finding it difficult still to have a sense of an overview of Roy as a painter, over that period
of time that he was involved with painting. I guess as you encounter or reencounter individual
paintings like the one just behind me here, of course I’ve seen it intermittently over the years
from when it was painted, but still walking in this afternoon and seeing it there it offers that
opportunity to see it in a very fresh way and I’'m sure there’s that kind of discovery that one
could make with all the work. When it was being painted you couldn’t help but see it in relation
to other artists who were working in a similar idiom, Gaucher or painters of that sort. Even in
relation to a number of Roy’s students in Vancouver who responded very directly to his meche,
to his way of working as a painter. So to really think retrospectively at this point, to really try to
understand how the painting career developed through, I think it would be very, very interesting
because it would be clearly a fresh evaluation. I’'m not quite there in my mind yet, but it’s an
exciting prospect. When this kind of retrospective view of Roy is taken I’'m sure the writing
will be the thread through it all — the key to understanding the common issues or the common
concerns that flow through all of the periods. You see it even now looking back. One of the
reasons that Roy means so much to me as an artist is that I guess I feel so strongly that ART
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is always about a confluence or convergence of skill, so there is always a craft element, and
intellect or vision and its how those two come together in some magical way that that’s what its
all about. Roy’s work seems to be so consciously about those two elements conjoining to make
something that lives by itself ... that just stands there and he was always amazed by it too. I
always remember, I was going to say the pride in the things that he made and it is pride I guess,
but it never came across quite like that. It always came across as this strange kind ... almost like ...
I think very much in a way like parents and a child ... that sense of how could we have made that
and yet also at the same time, wow, a real sense of pride about it and yet also at the same time
the sense that we really didn’t have anything to do with it. We just went through the motions,
we did what we had to do and out of that comes this thing, and Roy thought about art that way
very much. That flows back in again to why it was, for him, something that was just everywhere
and constant. Sitting down and having his first drink of the morning or first bite of food or ... my
sense was always for him something of a ritual that moved very easily into aesthetic concerns —
never very far from art.

Smaro Kamboureli is a Professor at the School of English and Theatre Studies (SETS) at the
University of Guelph, and Canada Research Chair in Critical Studies in Canadian Literature.
Smaro wrote: ‘He was also instrumental in shaping the shift from modernism to abstract expres-
sionism, working together in Regina’s historically important Emma Lake Workshop with such

world-known artists as the American painter Barnett Newman.’

Grant Arnold is a writer, curator, and educator. He is currently Audain Curator of British
Columbia Art at the Vancouver Art Gallery, where he contributes to the Gallery’s exhibition and

collecting activities. He has commented:

By the late 1950s Kiyooka had become interested in the ideas of the American critic Clement
Greenberg and over the following decade he produced an extensive and accomplished body of
abstract painting. When Kiyooka arrived in Vancouver in 1959 to take up a teaching position
at the Vancouver School of Art he brought with him an intellectual rigour and knowledge of
contemporary art on an international level that was an important influence on the city’s art scene.
The paintings he produced during this time were widely acclaimed. He represented Canada at
the 1965 Sao Paulo Bienniale, where his painting Orange Aleph was awarded a silver medal.
Despite this success, he became disenchanted with what he saw as the orthodox character of
high modernism and, not long after exhibiting in Sao Paulo, he abandoned painting and began to

explore the artistic cross-pollinations of poetry and photography.

From the mid-60s, life and art were inseparable for Kiyooka. Working with photography in
particular allowed him to focus on the present moment. Roy is quoted as having said ‘I love
the quickness of photography, how it enables one to move through the world “alert” to its

poignancies.’
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Scott Watson, Professor and Head of the
Department of Art History, Visual Art
and Theory, and Director/Curator of the
Morris and Helen Belkin Art Gallery at the
University of British Columbia, put Dad’s
photographic work into perspective as

follows: ‘I don’t think anyone realized what

a great contribution to photography he made
until after his death, although StoneDGloves
(1970) has long been considered a Canadian
masterpiece. It was made in Japan on the
site of the Osaka world’s fair when in 1969
Kiyooka was invited by the Canadian
government to create a monumental
sculpture for installation at the Canadian
pavilion at Osaka Expo.” Dad’s sculpture for

the Canadian pavilion for Osaka Expo was

called Abu Ben Adam’s Vinyl Dream (see

Fig. 1) and while he was there, he photo- Fig. 1: Abu Ben Adam’s Vinyl Dream, a tetrahedron

graphed discarded gloves on the work site sculpture from the Canadian pavilion at Expo 70
’ Osaka, Japan

which became a piece called StoneDGloves. (image courtesy of Fumiko Kiyooka)

Dennis Reid, commenting on what Dad was trying to express through StoneDGloves, puts it like

this:

I looked at StoneDGloves and 1 was thinking of Roy last week and I was talking to Daniel and
thinking about Roy more intensely than I do normally, and the StoneDGloves photographs there
is something about them — there is something about those images that is closer to what is behind
us than to much of the photographic work that followed, so that’s interesting. It’s a formal
connection, but not just formal connection either, because StoneDGloves has so much to do with
hands and what’s left after work, and the hands are removed and you can’t look at a painting like
this without thinking about that either, because as much as he strives for essentially a perfect
surface and I remember talking one time about the Barometer painting as having the appearance
of being something that is not man made, as something that is natural, and there is that feel about
them. But at the same time part of your experience of engaging them is straining to see the traces
of the hand, and so part of the experience is very much about when the hand is removed and yet
the trace is still there and so on, so StoneDGloves really does lead directly on in a very, very real

way.
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The book, StoneDGloves, came out around the same period as the StoneDGloves photo exhibit
and was exhibited across Canada, and in Paris and Kyoto'. If you look at it closely you will see

that not only the images, but also the text, are placed visually.

Dad also traveled around Japan in 1969 with his father and writes about that trip in his book
called Wheels: A Trip Thru Honshu's Back Country.

Itsukushima
Dear M:

Ah! Itsukushima: The Gate magnificent
Gate through which the Mind ‘alias’ the Wind blows —
on its way to becoming a huge Sky House, callit
the “Celestial House that breath built.” We both know
what Breath can build — breath can steal away.
Meanwhile, why not embrace a Hiroshima a few hours
hence

p.s. have you had your share of
Air/s today? (Kiyooka, Pacific Windows 165)

... it could almost be any day of the year you care to name.

name it. name the time and place. put father there beside a child
in green velvet — the two of them feeding the holy pigeons. ..
while all around them the greensward hides a once-charred Hearth
(Kiyooka, Pacific Windows 169)

nothing left to expatiate —
but the killer behind the wheel inside each of us

nothing much to rave about —

but the healer tied to the fiery wheel turning us (Kiyooka, Pacific Windows 170)

For a short period during the 1970’s Dad worked on collage pieces, which one felt were somehow

critical.

Grant Arnold said that, ‘For the rest of his career he adopted an anti-institutional stance, partici-

' StoneDGloves was shown in Japan in Kyoto in late 1973 and in Tokyo in early 1974 as part of the
exhibit entitled ‘Japanese Artist in the Americas’. It was also exhibited at the National Gallery in Canada
and at the Canadian Embassy in France.
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pating in experimental artist initiatives such as Intermedia, producing work that crossed the
conventional categories of media and working with ephemeral idioms such as performance.’

Dennis Reid further comments on Dad’s performance work by noting:

It makes me think also that when that big retrospective is done it’s going to want to also have
somewhere near it’s centre the performances and Roy as a performer, because as you know he
read his written work in a way that was eccentric, but commanding ... that opened it up ... it
was like ... it always struck me that listening to Roy read his work was as close as an auditory
experience could be to the act of reading yourself, so when [ heard Roy read I would always see
the words for some reason and I think it had to do with the way... his reticence in articulating the
words and yet the strange intonations that would come through, so there’s a lot going on there

too, that I think ... that I’m sure a lot of people are thinking about ... a lot to learn there ...
Dad’s photographic works were visual narratives that he put together and called Photoglyphs.

It’s become a “best seller” these days to say that everybody under the sun has roots, and
branches. That therefore, everybody is rooted in the particulars of their own etymology.
Preferences, hence all of our so-called references, tend in the English I’ve learned, to take these
things for granted. For instance, racism, as everybody can and does know it, has something to
do with cultural dispositions and, despite all the rhetoric, it has its roots in the language of our
fears and is, to all intents and purposes, wholly irrational. Hence our own vulnerableness in the
face of it. Nonetheless, I am on the side of those who hold to the minority view that we have to
attend to our own pulse and extend our own tenacities. Like they say, “God helps those who help
themselves.” It’s right here that “art” (in any tongue) can and does get into the act: like how do
we cause the leaves on the topmost branches of the old family tree to burst into flower, sez it.
(Kiyooka, Mothertalk 185)

As a way of summarizing the overall body of work of my father, Roy Kiyooka, I will once again
defer to the words of Dennis Reid and Grant Arnold. From Dennis: ‘Painter, sculptor, poet,
photo-based and performance artist, Roy Kiyooka played a central role in the development of
visual culture right across Canada during the second half of the twentieth century. Not only was
his artistic practice critical to key developments in various centres throughout this period, but
in his role as a teacher he assured an ongoing legacy that has continued to resonate to this day.’
And from Grant Arnold: ‘Despite the widely acknowledged importance of Kiyooka’s work, the
overall trajectory of his practice, which encompassed more than five decades, has not received
much scholarly consideration, and the far reaching contributions he made to Canadian art are in

need of further consideration.’

Canadian scholars are still considering Roy’s visual art and literary practices, and an overall
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summation has yet to be done. I have given you but a taste of some of the thought processes
by Canadian scholars about his work. I think in the overall understanding of Roy Kiyooka’s art
practice, it is important that a Japanese perspective be included, as so much of his artwork has

had the influence of his Japanese roots and his relationship with Japan.
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Roy Kiyooka as Postmodernist Poet:
The Charm of his Language

Yoshiko Seki

My role at the pre-screening symposium in June 2013 was to explain the 1960s—1980s literary
climate in Canada, one in which Roy Kiyooka was active in publishing and reciting his poetical
works, and to give the audience, especially those who have not had much experience in reading
English poetry, an opportunity to hear, see, and appreciate some of his works. Having shown the
audience one of his best works, StoneDGloves, and receiving feedback from students during a
brief discussion, I was convinced that Kiyooka’s poems have a special charm which appeals even
to people who are not used to reading English poems, or those who may feel some barrier about
reading poems which are written in a foreign language. In rewriting my manuscript as part of this
project to publish our symposium presentations in this journal-article form, I would like to add
my thoughts about where this charm comes from. I will also introduce a list of the major works
by ‘Roy Kiyooka, the postmodernist poet’, contextualize the characteristics of his poetry within

the literary milieu of 1960s—1980s Canada, and provide an analysis of StoneDGloves.

As Fumiko mentioned in her paper, Roy Kiyooka abandoned painting after exhibiting Orange
Aleph in the 1965 Sao Paulo Biennale. Roughly around the same period, he started writing poetry
and his first poetical work, Kyoto Airs, was published in 1964. From the beginning, his poetical
style had a postmodern feel: his poems are often occasional, fragmentary, and open-ended with a

unique visual layout as you can see in the following short poem called ‘Buddha in the Garden’:

gone

gone

gone

gone

gleaming gold

gone

scoured with dirt
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& rained upon, rained

upon...

gone all gone
only wood

to lean upon (Kiyooka, Pacific Windows 14—15)

Roy Miki, a Canadian poet and scholar, interprets the collection as follows: ‘The poems of
Kyoto Airs unfold syllable by syllable, word by word, line by line, each particle of language
weighed in the tension of line breaks, in the tentative shifts [. . .] as if he were seeking permission

999

to be a “poet” (306). His second book of poems, Nevertheless These Eyes (1967), is a cross-
genre collection of poems and paintings. Roy Kiyooka explains that this work was inspired by
his reading English painter Stanley Spencer’s biography. For him, Spencer was ‘perhaps the

co-partner in the origin and the form and the content of this book’ (Kiyooka [Recording]).

As with this example, Roy Kiyooka’s books of poems sometimes took on a form of collaboration
with the visual arts. StoneDGloves, which I will discuss in further detail later, and Wheels: A Trip
thru Honshu's Backcountry include photographs along with the selected poems, whereas The
Fountainebleau Dream Machine and Pear Tree Pomes were published with paintings. He worked
on StoneDGloves when he was creating a sculpture for installation at the Canadian pavilion at
Osaka Expo 1970. He took many photos of work gloves which were scattered at the construction
site and added words and lines to them. Wheels also contains photographs taken in Japan when
he took a train trip with his father in 1969. It is ‘structured as a journal/journey’ as Miki aptly
describes, which ‘echoes of the travel narratives by the Japanese poets Basho and Issa’ (309).
This work has a long and complex history but he finally published privately printed copies in
1985. To use Miki’s expression, The Fountainebleau Dream Machine (1977) is ‘an interface
between poem-texts (“frames”) and a series of meticulously constructed collages which together
propose the “dream machine” as a text discourse, a “rhetorick™ (309). With Pear Tree Pomes
(1987), which has illustrations by David Bolduc, he was nominated for the Governor General’s
Literary Award. Apart from these, of seasonable pleasures and small hindrances is also among
his major works — a kind of marginalia written during 1973—4 and published as an issue of BC
Monthly in 1978.

Visual effects in Roy Kiyooka’s books of poems are not limited to such unique layouts of the
lines or accompanied photographs and paintings. We can also find them in word- or even in
letter-level changes, which are used to produce extraordinary effect. He often used enjambment,

for example, as seen in the following pieces quoted from poems in Kyoto Airs:



HR A+ ANZMZWRA A - &34 H DA & Gl 69

glitter- small
ing light incis-
shines ed swastikas

frame the shine the
on gleam- children’s shrine
ing blade near the marketplace
(from ‘The Sword”) (from ‘Children’s Shrine”)

(Kiyooka, Pacific Windows 8—9, 17; underlines added)

As we have already seen in the subtitle of Wheels, Kiyooka also tended to use unusual spellings
such as ‘thru’ (for through) or ‘tho’ (for though). These spellings may be interpreted as colloquial,
but what is most unique about his poetry writing is that he sometimes inverts the usual usage of
capital letters and lower-case letters: he often uses ‘i’ for ‘I’ (that is, to mean himself) and writes
down proper nouns in lower-case letters (e.g. ‘richard milhous nixon’ and ‘muhammad ali’ in of
seasonable pleasures and small hindrances) (Kiyooka, Pacific Windows 99). These visual effects
at letter level prompt readers to pay careful attention to what he writes. Therefore, when he

writes, using this system:

i filled 3 notebooks full of
an oftimes indecipherable ‘romaji’ alternating

with pages of cluttered ‘inglish’ (from Three Nippon Weathervanes; Kiyooka, Pacific Windows 260)

readers cannot help but try to grasp between-the-lines meanings.

Such unique characteristics of Roy Kiyooka’s poetry writing, both in terms of theme and style
are, in truth, not always his innovations; they are rather common features of his contempo-
raries, some of which are even inherited from Modernist poetry or Imagist poetry from the
early twentieth century. We can say that, when Kiyooka started to write his poems, an agreeable
environment for such poetic styles was already in place for him. Pauline Butling and Susan Rudy
define such poetry ‘that has been variously described as radical, experimental, oppositional,
avant-garde, open-form, alternative, or interventionist’ as ‘radical poetry’ and state that the year
1957 marks the dawn of such radical poetry in Canada. In this year, the Canada Council was
established to ‘foster and promote the study and enjoyment of, and the production of works in the
arts, humanities and social sciences.” One after another, small magazines for poems and reviews
were founded, and poetry reading events such as the Contact Poetry Readings were also started
(Butling and Rudy 2-3). But why are these three events, which occurred in 1957, so important
for radical poetry (or postmodern poetry) in Canada? Firstly, Butling states that the ‘combination

of nationalism and modernism’ is peculiar in Canada (42):
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To prove to the world that the nation has shed its colonial past and achieved mature nation
status (a nationalist goal), the government supports experimental, ‘avant-garde’ art (a modernist
goal). The Canada Council has thus regularly supported innovative, experimental, separatist,

independent, even anarchic work as much as mainstream cultural production [. . .]. (42)

Secondly, small magazines or presses, as well as poetry reading events, function to nurture
radical literary activities. Butling asserts that ‘in the public reading, poems become linguistic and
social events’ and that such public reading ‘contributes to a cultural/social nexus that strengthens
communities and creates a receptive environment for experimental work’ (37). The ‘community-
based, writer-run magazines and presses’ are also crucial for postmodernist poetry writing
because they exercise ‘the generative function’ as the ““working ground” magazine’, which is
differentiated from the conventional ‘“‘show-window” magazine’ (37). In this way, the circum-

stances for postmodern poetry started to evolve around 1957.

Roy Kiyooka was not merely publishing his poetical works in this milieu but he also made a great
contribution to the development of Canadian radical (or postmodern) poetry. Butling explains,
citing an interview of bpNichol, that there are ‘three broad areas of literary activity — popular-
izing, synthesizing and researching — all of which [. . .] are necessary in a vibrant literary culture’
and that they are ‘applied to both oral events (readings, performances, workshops, festivals,
and conferences) and to publications’ (32—-33). In the 1960s, Kiyooka published his works
from emerging small publishers such as Periwinkle Press or Talonbooks, and began performing
his poems both in public media outlets like television and radio, and at local coffee houses in
Vancouver (Butling and Rudy 3, 8, 52). Thus, he
played a great role as one of the leading poets
in ‘popularizing, synthesizing and researching’

Canadian postmodern poetry.

StoneDGloves is a collection of ‘40 photo/graphs’
of work gloves ‘and a brace of small poems’ this is a poem
(Kiyooka, Pacific Windows 91). This work

was also published from a small independent for cotton glove, sad, worn-out

cotton glove —the very

publisher, Coach House Press, which granted heart of the poem. if you put your ear
writers full control of all aspects of the production to its cupt hand you'll hear

his echo re-echo through the poem

_ _ like a naked hand —reaching
enabled Roy Kiyooka to produce such a unique out for its own shadow

in producing books, including layout, which

piece of work. He explains the theme of this Fig. 2: A page image from StoneDGloves

collection as can be seen in Fig. 2. In the first (Kiyooka, Pacific Windows 64)
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place, the very title contains multiple meanings. Associated with the succeeding photographs and
poems, it seems to mean, firstly, ‘petrified gloves’; that is, gloves which are worn out and left on
the ground for a long while and which have become hardened. But the word ‘stoned” may hint
at another meaning which was more commonly used in the 1960s—1980s: to become intoxicated
with drink or drugs, especially the latter. In addition, because the poet typed the two letters in the
middle, ‘DG’, in capital letters — ‘StoneDGloves’, many other meanings flow out from the title.

Kiyooka used special layouts for the title pages of the work as you see below (Fig. 3):

STONEDGLOVESTONEDGLOMES
STONEDGLOVESTONEDGLOYES
STONEDGLOVESTONEDGLOYES

DG STONEDGLOVESTONEDGLOVES
EDGL STONEDGLOVESTONEDGLOVES
NEDGLO STONEDGLOVESTONEDGLOVES
ONEDGLOV STONEDGLOVESTONEDGLOVES
TONEDGLOVE STONEDG : DGLOVES
STONEDGLOVES STONEDG DGLOVES
TONEDGLOVE STONEDG DGLOVES
ONEDGLOV STONEDG DGLOVES
NEDGLO STONEDG &8 DGLOVES
EDGL STONED G (R RDGLOVES

DG STONEDGLOVESTONEDGLOVES

STONEDGLOVESTONEDGLOVES
STONEDGLOVESTONEDGLOVES
STONEDGLOVESTONEDGLOVES
STONEDGLOVESTONEDGLOVES
STONEDGLOVESTONEDGLOVES
STONEDROYK. KIYOOKAGLOVES

Fig. 3: The title pages of StoneDGloves
(Kiyooka, Pacific Windows 57, 583)

When I asked students how many meanings or words they could find in those images at the
symposium, they pointed out several. Because the title of this work is always typed with the
two middle letters in capitals, and because Kiyooka uses such unique layouts, the word ‘gloves’
is more easily read as ‘loves’ whereas another word ‘stoned’ is likely to be divided into ‘st’
(saint) and ‘one.” The words can also be converted into ‘loved one’ in the readers’ minds. ‘ned’
(Ned, a person’s name) might be buried in this arrangement of the letters, and DG might also be
converted in the readers’ minds into ‘dog’ or ‘dig’. As those title pages provide us with a good
example, when we read Roy Kiyooka’s poetry, the act of reading becomes more subjective and

the reader takes on the role of creating meanings from the array of words/letters.

If readers turn just a few pages into a copy of StoneDGloves, they will encounter a photograph
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of one cotton glove (Fig. 4). If they pay close
attention to it, they will realize that there are
small typed words on the glove: ‘palimpsest / o /
palm poem’. The original meaning of ‘palimpsest’
is an ancient manuscript page from which an
earlier text has been removed in order to write
down a new text; but as a literary term, the word
is applied to mean ‘a literary work that has more
than one “layer” or level of meaning’ (Baldick
181). Kiyooka’s poetry has this ‘palimpsest’
quality, which I consider is the major element that

brings a certain ‘charm’ to his poems.

Why, then, did Roy Kiyooka use such techniques

et S o

in his poetry writing? To examine this question, : e i
Fig. 4: A page image from StoneDGloves

I will lastly refer to another of his literary works: (Kiyooka, Pacific Windows 634)

Mothertalk, a biography of his mother, Mary

Kiyoshi Kiyooka, which was published posthumously in 1997. This work has a complex history
of composition. The story is based on what his mother said in private interviews and is told in
her voice; but because she was not fluent in English and Roy did not have a good command of
Japanese, she talked to an interpreter, Matsuki Masutani, who translated it into English, and Roy
arranged the story to make it a literary work. Furthermore, as Roy had passed away before the
project was completed, Daphne Marlatt continued the work and edited the materials. In addition
to the main story, a few of Roy’s poems are occasionally inserted as an epigraph to each chapter.
As a consequence, the completed work tells as much about Roy’s preoccupation with language as

the life and thoughts of his mother. In discussing this work, Joanne Saul points out:

Language and its articulation are central concerns in all of Kiyooka’s poetry. He uses the word
‘tongue’ in almost every collection [. . .] The loss of language — the sense of being cut off
from his mother tongue — is the subject of many of Kiyooka’s early poems, as is the idea of a

‘pre-language’ or a ‘body language.’ (89)

and concludes that ‘Mothertalk can be read, at least in part, as Kiyooka’s attempt to formulate
a new mother tongue — a language that blends, yet ultimately transcends, his own rudimentary
Japanese and his mother’s “broken English”’ (90). Kiyooka’s distinguished usage of words derive

from these thoughts.
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In publishing his first book of poems, Kyoto Airs, Roy Kiyooka dedicated the work to his sister,
Mariko, with whom he and his family were forced to live separately for a long time under the
influence of the Great Depression and World War II. He writes in the dedication: ‘the sash you
bought / for my ukata is / firm around my waist / each time I tie it / you are on one end / & I am
on the other. / how else tell / of a brother & sister / thirty years parted / drawn together, again?’
(Pacific Windows 7; italics original). For his final work, he chose his mother’s life for the motif;
and he recalls, in the epigraph for the first chapter, the late days with his mother, who talked with
him while knitting: ‘[. . .] and when she felt like talking she invariably talked about all the family
ties they had on both sides of the Pacific, and though she never mentioned it, they both knew she
was the last link to the sad and glad tidings of the floating world. . . > (Mothertalk 11; italics

original).

His literary works are filled with his love and adoration for his family and his passion for
languages. He sometimes lamented over the absence of expression in his poems and essays. In

Three Nippon Weathervanes, for example, he asks himself:

[733)
1

a small
will it be in ‘inglish’ or shitamachi ‘kochi-ben’ (Pacific Windows 273)

wants to sing but

This is more richly expressed in his speech ‘We Asian North Americanos’, delivered at the

Japanese Canadian/Japanese American Symposium in Seattle in 1981:

Everytime I look at my face in a mirror I think of how it keeps on changing its features in
English tho English is not my mother tongue. Everytime I’ve been in an argument I’ve found
the terms of my rationale in English pragmatism. Even my anger, not to mention, my rage, has
to all intents and proposes been shaped by all the gut-level obscenity I picked up away from
my mother tongue. And everytime I have tried to express, it must be, affections, it comes out
sounding halt. Which thot proposes, that every unspecified emotion I’ve felt was enfolded in an
unspoken Japanese dialect, one which my childhood ears alone, remember. [. . .] For good or

bad, it’s the nearest thing we have to a universal lingua-franca. [. . .]

I am reminded of these grave matters when I go home to visit my mother. She and she alone
reminds me of my Japanese self by talking to me in the very language she taught me before I

even had the thot of learning anything. [. . .]

[. . .] What has been grafted on down thru the years [as for my Japanese] is, like my mother’s
English, rudimentary. Right here and now I want to say that there’s a part of me that is taken
aback by the fact, the ironical fact, that I am telling you all this in English. Which proposes
to me that, whatever my true colours, I am to all intents and purposes, a white anglo saxon

protestant, with a cleft tongue. (Kiyooka, Mothertalk 181-82; italics original)
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However, he was far from lacking for words. As we have glimpsed through some of the examples
provided, the words flow out lavishly from 