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Southern Fiction 

 

 

In the novel I did not write a young woman named Teresa is a young man 

named Terrence their skin the color of the Mississippi River between Memphis 
and West Memphis their mother is white their father is black they have visions 
of Indian massacres in colonial Kentucky they dream of Japanese internment 
in the Arkansas delta they want to murder the murderer of their father’s father 
want to riot in Elaine and hang with their brothers and come back to haunt 
Riceland and Uncle Ben the earth between England and Des Arc is thick with 
blood and bones the Trail extends through burial mounds Aux Arcs into Indian 
Territory the battle flag of the North Virginia Army strong in the wind of 
Nathan Bedford Forrest City and Alpena their heart is full of silt from Arkansas 
and Mississippi their belly houses four little girls and three young men their 
neck bears marks of chain attached to pickup their back is scored their feet are 
ripped their hands as rough as uncleared scrub as filthy as Louisiana Purchase 
their throat is full of Arkabutla backwater their voice beyond my range of 
hearing I cannot tell you what they say because I could not write the novel the 
novel always already was written 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
____________________ 
Arkansas  [ from Quapaw and/or Sioux] 
Mississippi  [from Ojibwa and/or Choctaw] 
Kentucky  [from Iroquois and/or Wyandotte] 
Arkabutla  [Choctaw] 
Oklahoma [A word invented possibly by combining two Choctaw words, ukla: Person and humá: Red] 
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Bodies of Water 

 

 

The longest river in the state of Florida, the Trayvon Martin, haunts the edge 

of Sanford between Lake Jessup and Lake Monroe, runs north to the Atlantic. 
 
The southern New York City borough of Staten Island would be part of New 
Jersey if it weren’t for its separation from the body of the country by the Eric 
Garner Reach. 
 
Just two miles from the Cudell Recreation Center in Cleveland, Lake Erie feeds 
on the once-burning Tamir Rice. 
 
The eleventh longest river in the US, the Sandra Bland, wanders through TX 
searching for a way eventually to the open Gulf of Mexico. 
 
Running from the North of Texas to the Gulf, the Officer Ahrens splits off 
west of Dallas into the Officer Krol Branch and the Officer Smith Branch. 
North of Dallas, it is fed by the Officer Thompson Creek, and south of Dallas 
by the Officer Zamarripa Creek. 
 
Bisecting the country, the headwaters of the great and mighty Philando Castile 
roll out of the Twin Cities through the heart of the country, bypassing the great 
arches that overlook Ferguson, where one of its forks is called the Michael 
Brown, on to Baton Rouge, where the locals are just as likely to call it the Alton 
Sterling, rolling on to empty into the Gulf what is left of the nation’s living 
waters. 
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Life of the Hermit 

 

 

The room where I sit does not matter and the chair does not matter and the 

air does not matter. The window does not matter nor the sky nor the people 
sitting in the sky on the way to Tahiti nor Tahiti nor all of Asia. The globe does 
not matter nor the planet nor the universe of ten thousand things. Kali does 
not matter and Gojira does not matter, nor do Lassie nor Tom Thumb nor 
Operation matter. The funny bone does not matter and the liver does not 
matter nor the brain nor the heart nor the kidneys. Reproduction does not 
matter and regrets do not matter and hope does not matter. I will not say that 
nothing matters because there are at least three things who matter and they are 
not things but people but not all people matter because rights do not matter 
and what is right does not matter and desire does not matter and the body does 
not matter when one comes face to face with death and so I will go out into 
the world yet live the life of the hermit, because everywhere I go you are not 
there 
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Morning Drive 

 

 

All along the interstate, every driver knows they are not what 8 o’clock says 

they are.  
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Radius 
 

The transition could begin with some small seed in one location of our universe, in 
the same way that, on our frozen windowpane, small dust grains helped seed the 
formation of ice crystals. It would then propagate throughout space at the speed of 
light. We wouldn’t know what hit us. 
 --Lawrence Krauss, “The End of the Universe as We Know It” 

 

 

The figure of the Earth is not quite a sphere but an ellipsoid, flattened some 

at the poles and bulging a bit around the equator like a tomato, which, seen 
from the outside, betrays no hint to anyone who never has cut or torn or 
splatted open a tomato of its gelid interior and seeds, which, left to sit too long, 
can sprout inside the tomato and erupt through the outer skin like Towers of 
Babel rising from the surface of the planet, the way NASA theorizes it might 
be possible to build a space elevator lifting 60,000 miles into space, beyond 
geosynchronous orbit, to a satellite station or launch station for missions to 
Mars, a smaller ellipsoid that bulges a bit more than Earth and is redder and in 
that sense more tomato-like but also rougher and in that sense less tomato-like 
than Earth, but like Earth betrays no hint to anyone who never has cut or torn 
or splatted open a planet of its interior, which could be molten, or rocky, or 
even watery, except that we know it must be mostly a metallic paste because it 
has almost no magnetic field, which rises from the flow of molten material 
beneath the crust of Venus or Earth or millions of other planets floating right 
now in the body of the galaxy, which flings its arms at half a million miles an 
hour around its supermassive central black hole, Sagittarius A, which we cannot 
see and which could be just about anything, for all we know, a sphere, or a 
storm, or a bodyless thing more like a digital recording of a song in which a 
falcon flies for millions of years around the surface of a circular mirror. That’s 
all.... Just a song…. 
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Birdie 

 

 

We were in the back yard playing badminton, the kids shouting at each other 

about whose fault it was they lost the last point, when a fledgling followed by 
two eggs fell splat on the stoop from the nest at the corner of the gutter. The 
kids stopped yelling at each other and started yelling at me—half crying in 
sorrow, half afraid for the bird and that the bird might fly at them—its wings 
splayed, one flapping, the other still as if pinned to the ground. I wrapped it in 
a paper towel and lifted it, no heavier than a dime, the kids commanding me 
save it don’t let it die. It clung to the edge of the nest then jumped down again and 
the kids shouted it was my fault so I picked it up again this time with another 
napkin Don’t ever touch a little bird I told the kids because the mother will smell the 
human on the baby though I didn’t even know for sure whether birds had a sense 
of smell and will stop taking care of it. At this they fell silent, and I placed the 
fledgling in the nest. It stayed, and I whispered to it fly 
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Prolegomenon to Any Future Poem 

 

 

I wanted to write a poem that would end with the line “Now tell me. What 

have I lost?” 
 
The idea being that, regardless of what I actually have lost, I really have lost 
nothing. Or that despite all losses, something important is preserved. As 
though being alive were the only thing that matters. Or, on the other hand, as 
though the sum of all loss is incalculable. 
 
Robert Bly has a book of prose poems called “What Have I Ever Lost by 
Dying?” after a line from Rumi. As though there’s something after dying. As 
though something of the self persists. Or as though the self is just the rock, 
the plant, the animal that precede and persist. Or as though there is nothing 
in living that can be lost because nothing ever is had. It’s all lost already. 
 
As though nothing belongs anywhere. Or everything belongs nowhere.  
A universe of particles drifting out toward the edges of somethingness, 
fizzling off into nothing. 
 
Now. Tell me. 
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Some Generic Notes on Short Prose 
 

NOTE: This essay originally appeared in the October 2005 issue of 88: a Journal of 
Contemporary American Poetry. All of the literary journals mentioned in the essay, 
with the sole exception of Brevity, have since ceased publication. The reference to 150 years 
of literary history now is much closer to 200 years…. 

 

 

The recent popularity of short prose has generated discussion among readers 

and writers of prose poems and short short stories about whether there is a 
difference between the two subgenres and whether there is even any value in 
distinguishing them. The question is merely an old traveler in new clothes: is it 
possible to identify distinctive boundaries for genres in any way that is 
necessary, sufficient, and exclusive?  
 
A session of the 2003 AWP conference on prose poetry and flash fiction led 
David James to send a rant to Sentence: A Journal of Prose Poetics: 
 

If the writing is vivid, engaging, and slaps readers in the face 
when they read it, then what it’s called is of little consequence. 
The writing works. It moves. It breathes some kind of life into 
itself and into readers…. 

 
Let the writing speak for itself. Whether it’s a paragraph, a 
page, 500 words or less, it either works or it doesn’t, standing 
up on its own two feet, regardless of the name placed upon it 
(130). 

 
James correctly notes that for writers of short prose forms such a distinction is 
probably moot. They’re going to write what they write and probably won’t put 
much thought into how what they’re writing is to be defined—thank goodness 
Charles Simic felt no obligation to fit neatly into any genre when he wrote 
Dimestore Alchemy, nor Brenda Coultas when she wrote A Handmade Museum.  
 
Discussion on a new email listserv devoted to prose poetry and flash fiction 
recently touched on this issue in a discussion among Morgan Lucas Schuldt 
(co-editor of Cue), Peter Conners (co-editor of Double Room), Mark Tursi (co-
editor of Double Room), and writer Daryl Scroggins: 
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Morgan Lucas Schuldt: 
…there is way too much hair splitting. Prose poetry, flash 
fiction, poems in prose, quick fiction, short shorts, proems—
perhaps the reason so many are as skeptical as they are has to 
do with the distraction of name-calling without any real 
defining. There's suspicion and rightly so. I can't help but 
think all of it is too arbitrary. 

 
Peter Conners: 
I also switch between genres on a regular basis (pp/ff, short 
story, novel, free verse), and definitely feel that it not only 
keeps my writing fresh by subverting (damn, there's that word 
again!) my own "regularities of production," but offers me 
new means to investigate admittedly limited avenues of 
experience and thought. It's hard for me to say which allows 
me more artistic freedom, more "unanticipated possibilities" 
though, simply because I'm always partial to whatever form I 
seem to be working in at a given time. 

 
Mark Tursi: 
It seems as though the pp/ff form is indeed, as Daryl points 
out, more conducive to the not-knowing that Barthelme 
writes about.  The definitions (in this discussion and the 
overall pp/ff discussion) everyone has suggested have 
emerged via the manifestations of the forms themselves, 
rather than the other way around.  Perhaps that is one of the 
most unique things about the pp/ff (at least its emergence in 
France and America) – i.e. that the form continues to define 
and redefine itself synchronically and diachronically.  Well, 
actually, I guess that happens within all literature, but it seems 
that the pp/ff – because of an underlying tension (is it prose 
or is it poetry?) that always already exists – there is going to be 
a sense of artifice, present in every well-written piece.  Also, it 
will always be self-conscious of itself as working against form 
in some way.  This contradicts what Lehman says as the prose 
poem as liberating – in fact – it may be just the opposite; i.e. 
it forces one to think more thoroughly about generic context 
than ever before. 

 
Daryl Scroggins: 
If I start enumerating required or "owned" features of one of 
the two forms, the aggressive nature of the process of 
production will be thus assisted in its persistent aim of 



BRIAN CLEMENTS 
SUBVERSIVE AND SEDUCTIVE PROSE POETRY 

 

 18 

negating restriction. This quickly makes "split hairs" take on 
greater and greater significance, unless the nature of one's aim 
to define is retroactively adjusted. 

      
Regardless of claims to the contrary, it is clear that many people are interested 
in the short short story and prose poetry and in the possible differences 
between them; otherwise there wouldn’t be conference sessions and listserv 
discussions devoted to those differences. It seems as though interest in the 
question depends upon the audience to whom it is addressed. Writers of prose 
poetry and/or short short fiction seem less interested in the distinction than 
readers, editors, and critics who need to develop definitions and jargon as a way 
of getting a handle on and discussing their reading experience. Those who call 
themselves poets seem to care more than fictionists do; and those who write 
both fiction and poetry seem to care least of all.  
 
Interestingly, some of the journals that publish both prose poems and short 
fiction (and now there’s “non-quicktion,” as seen in Dinty Moore’s online 
journal Brevity: A Journal of Concise Literary Nonfiction) seem interested themselves 
in blurring the line between the prose poem and sudden (non-)fiction. It is hard 
to tell whether this is programmatic or simply symptomatic of apathy towards 
the distinction among some doublists; most literary journals are, after all, 
published by poets and writers who have a vested interest in the furtherance of 
the scope of the journals they edit—myself no exception. It is necessary for me 
to distinguish the two, because early in the establishment of Sentence (which I 
edit), I decided not to publish what I considered to be short short stories. There 
were already other journals that focused on short narrative, and I felt that the 
lyrical, essayistic, and experimental traditions of the prose poem were under-
represented. 
 
One stock response to the question of difference is that if you’re a fiction writer 
it’s flash fiction and if you’re a poet it’s prose poetry. It’s a funny jab at those 
who ask the question, but it’s also a copout. We cop out because it’s a hard 
question to answer. My stock answer has been that “It’s hard to say what the 
difference is because there is so much work that sits right on the border and 
could be called either or both,” and David Lehman concurs in his introduction 
to Great American Prose Poems when he says that some short prose texts can be 
both or neither (15).  
 
In order to truly define the prose poem, one would first have to define the 
poem, which no one has done in a necessary and sufficient manner to this 
point. To define what is “poetic” one must describe what distinguishes mere 
verse from poetic verse and distinguishes mere prose from the prose poem. All 
such attempts inevitably disappear into the fuzz of discussion of music, 
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compression, and “play,” none of which are out of bounds in any degree to 
long or short fiction. No definition will be both necessary and sufficient to 
capture everything we have called “poem” (or even “novel”). But perhaps it’s 
possible to distinguish between the prose poem and the short short story 
without defining them, just as it’s possible to distinguish a pig and a 
hippopotamus without providing exhaustive descriptions of either. 
 
One reason we’re doomed to ambiguity while making generic observations 
about prose poems is that prose poems do so many different things, there are 
so many different kinds—nearly as many kinds as practitioners, says Michel 
Delville (1). We can even lay out a spectrum of prose poem types that moves 
from arbitrary structures like Denise Duhamel’s list poem Mille et un sentiments 
on one end to the heavily narrative prose poem on the other end, which is the 
end where we have the most arguments about genre: the point where prose 
poems leave off and the short short story picks up.  
 
Other difficulties in distinguishing the prose poem from the short short arise 
because they can look the same, frequently sound very similar, and can use similar 
strategies of progression. As with all genre, the boundary is a blur. A piece like 
Richard Garcia’s “Chickenhead” is one of those that sits right on the border. 
 

Chickenhead makes me think of Jesus. Even though Jesus 
died on the cross for our sins and Chickenhead was just a 
hood who died hanging from a meat hook. First, take the 
Romans—Italian, right? In other words, gangsters. Take 
hanging from a cross and hanging from a meat hook. Both 
ways, you die slow. 
 
Chickenhead used to shoot the heads off chickens in his 
backyard when he was a kid. Jesus used to play with birds 
when he was a kid too. Except, instead of blowing them apart 
he would put them together.  
 
Chickenhead was a big shot on the block. In more ways than 
one, since he weighed three hundred pounds. When 
Chickenhead got in the back of his Cadillac it would tilt to one 
side. Jesus was big in his neighborhood too. But he was 
skinny. When Jesus would get on a donkey—maybe it was an 
old, decrepit, almost dead donkey—that donkey would trot 
along skimming over stones as if it had wings. 
 
Jesus made people mad. Chickenhead made people mad. 
Skimming a little off the top is O.K., it’s expected. But after 
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Chickenhead bought that second Cadillac and after what he 
did to that Gypsy girl in the back room of the cleaners with 
her dad forced to watch, he had to go. 
 
The Romans had dice. We had dice. The Romans had a 
wooden cross. We had a meat hook. The Romans had spears 
and vinegar. We had a bucket of cold water and one of those 
electric cattle pokers. 
 
Chickenhead hung there. We’d give him a splash and an 
electric goose once in a while. His whole body would 
shimmer, all blubbery. Took Jesus three hours. Took 
Chickenhead three days. 
 
Jesus got famous. First guy to beat Death at his own game. 
Nobody remembers Chickenhead but me. And if some 
stranger, a cop maybe, asked, Did I know Chickenhead? I’d 
play it safe just like Saint Peter when he heard that cock crow, 
once, twice, three times, and I’d say, I never knew nobody 
named Chickenhead. 

 
Prose poem? Flash fiction? Short short story? I would argue that it is a prose 
poem, but am not sure I could argue against its being flash fiction; maybe it’s 
both. Maybe they’re indistinguishable beyond the writer’s and/or the reader’s 
frame of mind. But I would argue that it is not a short short story. It is useful 
to remember that the prose poem and the short short story are subgenres. The 
short short story is simply a variety of short story, and the prose poem is a 
variety of poetry (regardless of efforts to deny that there can be such a thing as 
a prose poem, efforts that tend to come from the same kind of folks who still 
insist that there’s no such thing as “free verse.” In both cases, you would think 
150 years of history would be enough to convince). So any difference is surely 
related to the fact that one is a brand of short fiction and the other is poetry, 
which on the surface seems almost too simple to be useful. 
 
This distinction becomes more useful if we make a further distinction between 
flash fiction and the short short story, which we have to see specifically as a 
variety of short story if the term is to have any use. The short story has a 
particular set of defining characteristics (character development, economy of 
setting, plot); what we call flash fiction is more likely, like the prose poem, to 
flout those conventions—to refuse plot as too constraining, to focus on idea 
or playfulness with language at the expense of character development. The 
short short story and flash fiction have in common that they are fictional; the 
prose poem may or may not be fictional. Yet I find it virtually impossible to 
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make generic distinctions between some prose poems and some flash fictions; 
there are no necessary formal distinctions, no necessary distinctions of 
convention, and (assuming the poem is at least as well written as prose) no 
distinctions in the kind of language employed. It is not impossible, however, to 
identify distinguishing characteristics between the prose poem and the short 
short story, and the distinctions lie in the conventions of the short story.  
 
When fiction uses strategies most frequently developed in poetry and poetry is 
structured on conventions we’re used to seeing in fiction, when a poet like Ai 
calls her poems “fictions” and things called stories can be as short as a sonnet, 
then how do we tell fiction from poetry, especially long narrative poems and 
long prose (or prosaic) poems? The answer is that the distinction between the 
prose poem and the short short is not formal—it is structural. By that I mean 
that the difference is in the way thought moves through the piece and where 
the thought is headed. 
 
Obviously epic poems have always used narrative. Any poem can use narrative. 
But the short short story foregrounds narrative, makes the narrative the whole 
point—the events in question are recounted because there is some value in 
revealing the difference between where the events start in time and where the 
events end. That difference, in the short short, is what the story is all about. 
The duration of the events narrated may vary, but fictional narrative in the short 
story tradition is always about the difference between point A and point B in 
time (and perhaps points C and D as well), regardless of whether the narrative 
marches chronologically or dances episodically between those two points. It is 
about character revealed over time, whether the character is a person, a 
landscape, a city, or an abstract being, and about the change in our responses 
toward that character.  
 
Gordon Jackson’s piece “Billy’s Girl,” for example, might be called “poetic” 
for its brevity, tone, and attention both to rhythm and image. I would argue 
that it is a short short story and not a prose poem.  

 
First Billy was on the raft and then he was not. Sun shone on 
the blue water. Carmine looked for him in the bathhouse, at 
the popcorn stand where he liked to waste time with Camille, 
then down by the lifeguard station. But nobody had seen him. 
If I catch that kid, Carmine said to me in the bathhouse, but I 
hadn’t seen him either, what could I see from behind the 
counter there except a little stretch of open water, the sun 
bright on the big lake, pines in the distance. Occasionally some 
queenie would stroll by but I hadn’t seen Billy at all, he could 
still be out there hiding among the big float tanks underneath 
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the boards, his break over, turn up later rake in hand, why, Mr. 
D’Angelo, I’ve been clearing up this area like you told me to. 
It would be just like him. 
 
But after a while they called the sheriff and two guys came 
into the bathhouse behind me and went into the storeroom 
where they keep the drag lines, these hooks as big as your 
head. By then it was late afternoon. The sheriff’s guys were 
out there in their little boat putt-putting around the raft, lines 
hanging over the stern, when Billy’s girlfriend came down that 
evening for a swim. When it was completely dark they 
switched on lights and kept at it. 
 
He’s only kidding, the way he always does, Billy’s girlfriend 
said to me. She was perched on the edge of my counter 
swinging her legs, looking real good and knowing it. By then 
the place was pretty well cleared out. We went behind the rows 
of wire baskets and started to make out. There was nobody 
around, it was dark, and we sort of sank down on a pile of wet 
towels. Right away she stuck her tongue in my mouth. The 
towels gave off a sour odor. Her suit was still damp around 
the edges, I noticed. Out on the lake the motor died down 
again. Every so often they’d had to ease off, something 
tangled in the lines, seaweed or an old log. But this time it was 
Billy all right, like a big musky with all the fight gone out of 
him, hooked right through the eye the deputy said. By then I 
was into Billy’s girlfriend pretty good, and she was liking it. 

 
Point A: “First Billy was on the raft and then he was not.” Point B: “By then I 
was into Billy’s girl-friend pretty good, and she was liking it.” As in 
“Chickenhead,” our opinion of the speaker evolves as we progress through the 
piece. But that evolution is not the primary concern in “Chickenhead;” we are 
primarily concerned with the disturbing nature of the compare and contrast 
between Chickenhead and Jesus. In “Billy’s Girl,” the thrust of the entire piece 
is revealed in the climactic moment of unconscious confession. In retrospect, 
Point A seems pregnant with telling attitude—why is the speaker so matter of 
fact, given that he knows Billy is dead? Both the events and the telling of the 
events conspire to reveal, in the difference between point A and point B, the 
nature of the speaker’s character to us. 
 
In the prose poem, narrative is simply a vehicle for getting through the 
landscape. While the prose poem may traverse the distance from point A to 
point B, it is not about the difference between them. Rather than foreground 
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the evolution revealed by the narrative, the narrative prose poem turns narrative 
inward and fixates on the events themselves. Rather than move inexorably 
toward an exit, the prose poem inhabits the space between those two points. 
Garcia’s comedic compare-and-contrast strategy in “Chickenhead” is a perfect 
device for keeping the narrative turned in; the point of the piece is not to reveal 
an evolution in the speaker, in Chickenhead, or in Christ—it is a revelation of 
the emotional, symbolic, and intellectual content of a horror that takes place 
during the span between point A and point B. Our being between those points 
in virtual time is a function of the language in the poem, and the poem seeks 
to keep our attention there on those linguistic events.  
 
Another useful way to discuss this might be to consider what the sentence does in 
the prose poem vs. in the short short. Does the sentence always move us 
elsewhere in short shorts? Most of the sentences in “Billy’s Girl” move us along 
towards point B. The more “poetic” moments (“Sun shone on the blue water”) 
seem pointless during first read, but in retrospect reveal a looking elsewhere by 
the speaker, a denial of responsibility. In the short short, the sentence moves 
forward in order to make one point in time loom before us and to shrink 
another point in the receding distance. Does the sentence always move us 
elsewhere in the prose poem?  Not in “Chickenhead,” which holds multiple 
time frames on equal ground. In the short short, the narrative is the meaning 
of the piece; in the prose poem, narrative is simply a space within which many 
other things can happen. In many prose poems (Edson’s, for example), the 
narrative itself is not generative of the meaning of the piece; it is a stage—the 
content comes through just as well in Edson’s short plays as it does in the prose 
poems. Narrative is simply a wrapper. 
 
The prose poem differs from verse (and free verse) in that it does not have the 
line against which to play the sentence to generate tension. Tension, then, in 
the prose poem must come from elsewhere; frequently it comes from absurd 
situations, from surrealist imagery, from unusual compositional methodologies, 
from dark humor, from syntactic manipulation, or from cognitive/associative 
leaps. All of these can be found in verse and free verse, of course, but they 
become more noticeable in the prose poem because they must take on the full 
weight of the responsibility of generating tension. It is in fact, the generation 
of that tension that is the point of the prose poem.  
 
Obviously, the short short and flash fiction are also without the benefit of the 
line to generate tension; but the short short has a readily available source—
dramatic tension. Early in the short short we are made aware of a situation that 
has the potential for change, or whose outcome is in doubt. “First Billy was on 
the raft and then he was not.” The entire point of the story is to get us through 
to the end of the events, perhaps for the purpose of implying a broader 
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statement or perhaps simply for the sake of telling the story. Prose poems 
frequently pose as purveyors of dramatic tension; but it’s a ruse. Their concern 
is elsewhere. Edson’s prose poems, for example, frequently start out with a 
similar statement of conflict:  
 

A) “A man had just married an automobile.” (“Automobile,” 101) 
 

B) “A scientist has a test tube full of sheep.” (“Sheep,” 135 ) 
 

C) “There was a man who wanted to be an amateur animal.” (Amateur, 
403) 

 
In Edson, though, the subsequent narrative rarely evolves finally into anything 
it wasn’t at the beginning.  
 

A) “Father and Mother watch an automobile with a just married sign 
on it growing smaller in a road.” (Automobile, 101) 
 
B) “He puts them under a microscope and falls asleep counting 
them…” (Sheep, 135) 
 
C) “Are you sure you’re not an extinct professional?  

I swear.” (Amateur, 403) 
 
The point here is not to direct the reader through an evolution but to place the 
reader into a field of conflicts. Edson himself has said that he frequently 
composes prose poems by thinking up an impossible situation then trying to 
write his way out of it. Usually, the way out is a stepping back rather than a 
stepping out. 
 
In the prose poem, we don’t care so much about what happens, about the 
progress of events, though a progress of events can be used to great effect; we 
care about the experience of what is happening to us as we read the poem. The tension 
in the prose poem comes not from our anticipation of what’s going to happen 
in the narrative, but from our anticipation of what’s going to happen in the 
language. The meaning of the short short is in its telos; the meaning of the 
prose poem is in its dialogue with the reader. 
 
That is, all meaningful tension in the short short is dramatic tension; all 
meaningful tension in the prose poem is linguistic/structural. The experience 
of reading a short short story is an experience in virtual temporality; the 
experience of reading a prose poem is metatemporal, because the prose poem 
views the world of the poem from outside time.  The short short story views 
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narrative as first and foremost a representation of time, while the prose poem 
is a manipulation of time. This is perhaps what Jack Spicer meant when he said 
the poet is a time mechanic. 
 
Maybe, then, this discussion has stumbled across a possible distinction between 
poetry and fiction? Could it be that poetry is language that moves in multiple 
directions, but is held together by formal/structural tension, whereas fiction (as 
a genre distinct from poetry) is narrative that threatens to move off in various 
directions but is held together by dramatic tension? If nothing else, 
observations about these subgenres have suggested ways of framing the 
discussion and using these terms that may make more clear exactly what we 
mean when we say “prose poem,” “flash fiction,” or “short short story.” If 
there are useful differences, distinctions, and definitions, then why should we 
ignore them?  
______________________________ 
1 Another stock answer about the difference between poetry and fiction that gets applied in this 
discussion of difference is that the prose poem is more musical and more focused on the 
individual word than the short short. My response is that I can name half a dozen novels that are 
more musical than many, many prose poems. In fact, I could list many prose poems that are 
consciously a-musical. So the music of the language isn’t really a useful distinction. 
 
2 Barry Silesky says of narrative in prose poems: “Either images or events—events being the 
common currency of prose, mixed with, and/or reinforced by images—occur in some 
order.  The order is flexible, however, and the flexibility is one of the key features enlivening 
much of the work.”  
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Associate Editor Pamelyn Casto 
 

Interview with the Master: 
 

Brian Clements 
 

Subversive and Seductive Prose Poetry 
 

 

Brian Clements is an American poet who is the author or editor of fifteen collections of poetry, 
including the anthology  An Introduction to the Prose Poem, volumes of poetry from 
Quale Press, Texas Review Press, and Meritage Press, and of some unique and compelling 
projects online. 
 
Casto for O:JA&L: I’m glad we get to explore your ideas about that subversive 
and renegade genre, prose poetry. Prose poetry doesn’t lend itself to definitions 
that most can agree on since it’s so often busy blurring boundaries, breaking 
rules, and confounding mainstream expectations. It is a type of writing that’s 
becoming more and more appreciated. Do you think it will continue to rise in 
popularity? 
 
Clements: Popularity goes in cycles and waves, of course, and prose poetry 
has been on an upward trend for some time now. It’s hard to find a journal that 
publishes poetry any more that isn’t publishing at least a few prose poems, and 
the exceptions are mostly journals that focus elsewhere by design (haiku, verse, 
particular forms, etc.). Even the NEW YORKER is publishing prose poems 
these days. 
 
I suppose narratives about genre go in cycles and waves as well. The subversion 
narrative comes partially from Marguerite Murphy’s book and partially from 
the popularity of prose poems among the Surrealists. But I’d propose that the 
difficulty of defining the prose poem comes not from its rebelliousness but 
from the very nature of genre itself. There are rebellious novels, and formally 
subversive works of flash fiction, and renegade works of drama… Quick—
what’s the definition of the “novel”? Of a “play”? Of “poetry,” if you don’t 
assume it’s the same as “verse”? These things are by nature hard to define. 

https://www.amazon.com/Introduction-Prose-Poem-Brian-Clements/dp/0966575474
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I think one reason why the subversion narrative sticks to prose poetry so well 
is because our educational systems have clung to the idea that verse and poetry 
are synonymous, which comes from the hegemony of the New Critical way of 
analyzing and discussing poetry. That way of thinking about poetry has lost 
primacy, I think, in creative writing classrooms and probably in comparative 
programs like Comp Lit and American Studies, but not in traditional English 
Departments, which is where our K-12 English teachers are educated (in the 
U.S.). Prose poems don’t fit neatly into that pedagogical schema; they don’t 
give 9th-grade teachers anything easy to test students about like meter, rhyme 
schemes, stanzaic structure. As Michael Benedikt said in the intro to his great 
anthology, prose poems can use all the devices that other poems use with the 
exception of the line break. We’ve taught young people for decades to believe 
that the mechanics they see in verse are the point; of course, that’s never 
actually been true (even if by “mechanics” you mean what Williams meant 
when he talked about poems as machines made of words—the machine has to 
produce something, an experience). If you assume that verse is poetry’s natural 
state, then you can only see prose poems as subversive. 
  
Casto for O:JA&L: You have been involved with prose poetry for a long time. 
You co-edited with Jamey Dunham, An Introduction to Prose Poetry, an excellent 
anthology that features prose poems from some highly respected writers. You 
also include brief essays explaining various types of prose poetry. Further, you 
founded and served as editor at Sentence: A Journal of Prose Poetics for eight issues. 
How did you become so involved in prose poetry? 
 
Clements: There was a period of six or eight years or so when I literally wrote 
nothing but prose poems, exploring the genre, trying to see what was possible. 
During that time, I launched Sentence when I learned that Peter Johnson’s great 
journal The Prose Poem: An International Journal, was ceasing publication. Peter’s 
journal lasted about 10 years, which, coincidentally was the lifespan of Sentence. 
I wanted Sentence to fill the hole that The Prose Poem was leaving, and I launched 
the journal with Peter’s blessing and his participation on the board of 
Contributing Editors. About the same time, Peter Conners and Mark Tursi 
launched Double Room. I wanted, in Sentence, to focus on the lyrical, 
experimental, and essayistic corners of the genre; Peter and Mark published a 
wide variety of work, but part of their editorial vision was to cover that gray 
area where it’s difficult to distinguish some prose poetry from some flash 
fiction (the two beds in the Double Room), and that came to the fore in their 
anthology PP/FF. 
 
I edited 8 issues of Sentence and then handed the editorial reins over to Brian 
Johnson, who edited two more issues before I shut the journal down. And there 
were several reasons for that, but one of them was exactly because I felt that 
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prose poetry was present enough in journals everywhere that it was no longer 
necessary to have a journal dedicated to saying, essentially, “hey, don’t forget 
all this amazing work that’s being done in prose poetry!” 
 
An Introduction to the Prose Poem grew out of a recognition that more people 
wanted to include prose poems in classrooms, and the anthology was 
constructed with exactly that purpose in mind. It was not intended to be a 
canon-building (or -representing) book, not meant to present the entire history 
of the prose poem, nor to “define” the prose poem. It just provides some 
examples of some types of prose poems (not all the types, as Simic implied 
about the book in an essay or interview somewhere), with some examples that 
students and folks interested in exploring the prose poem could use as models. 
  
Casto for O:JA&L: One of the many things I appreciate about your essay, 
“Some Generic Notes on Short Prose,” is where, in your end notes, you say 
that “the music of the language isn’t really a useful distinction between prose 
poetry and fiction.” Musical claims have always failed to connect with my sense 
of a lot of prose poetry. For instance, some of the Baudelaire prose poems I 
read are far from musical. Andreas Huyssen, in Miniature Metropolis: Literature in 
An Age Of Photography and Film, agrees with Todorov that Baudelaire didn’t 
invent the prose poem (as many claim) and says Baudelaire likely called his 
“urban miniatures” prose poems in order to distinguish his work from the 
urban sketch and thus “provocatively poeticized the idea of the tableau.” 
 
I particularly liked your distinction between prose poetry and short-short stories. 
Do you continue to believe distinction can be made between prose poetry and 
flash fiction? Do you have further ideas on the possible differences? 
 
Clements: I’m glad you bring Todorov into the discussion here; he is really the 
source of my idea that all genre is hard to define. Genres are not encircled by 
floodwalls; they seep into each other in the liminal areas. Nikki Santilli has 
proven that use of the term “prose poem” predates Baudelaire’s work, going 
back into the 1830s in England, if I remember correctly. And there are many 
pre-modern examples of texts that work like prose poems—Native American, 
Chinese, central- and eastern-European short folk tales. It’s hard to say where 
one thing ends and the other begins, except for the fact that at some point 
someone says “this is a prose poem,” or a “proeme” or a “Petite Poème en 
Prose.” Why confuse things by using a name like “prose poem”? Well, one 
reason might be that one wants to stake the claim that the common 
conceptions about what constitutes poetry are too narrow, that one wants to 
extend an invitation to an audience to consider a prose-y text as “poetry,” which 
really is what we all do every time we publish a text of any kind—extend an 
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invitation. And I guess using a term that might be perceived as an oxymoron is 
in itself a bit subversive. 
 
A side note: Murphy also has a very interesting article called “What Titles Tell 
Us: The Prose Poem in the Little Magazines of Early Modernism” that reminds 
us that a lot of prose poems of that era were published with other paratextual 
tags such as “sketches” or “etchings” or “improvisations” or other names that 
brought associations from other arts into the reader’s thinking about these 
prosey little things before them. And actually, I don’t think she mentions the 
fact that the first anthology of prose poems, if I’m not mistaken, was called 
Pastels in Prose. So, there’s always been some instability around the question of 
what prose poems should be called—and the inclination was not always to 
associate with the musicality of the genre, but sometimes with visual arts. 
 
In the essay, I make a distinction between “flash fiction” and the “short-short 
story,” which is related to the conventions of the short story tradition. Those 
conventions make it possible to distinguish between prose poems and “short-
short stories,” but not necessarily between prose poems and flash fiction. I 
think it’s probably impossible to come up with an abstract set of rules, a rubric, 
that says “these and only these things are prose poems” (or “flash fiction,” or 
“novels,” or…). I agree with David Lehman that there are texts that sit on that 
gray area and could be considered either or both prose poem/flash fiction. 
Carolyn Forché’s “The Colonel” is a great example—or some of Edson’s work; 
they’ve been anthologized both in flash fiction anthologies and in prose poetry 
anthologies. The same could be said of some of the work that appears in places 
like Brevity or Diagram. One of the great benefits of fluid genres is that 
conventions and analogical structures can be combined within them; that’s how 
new genres emerge (to steal another idea from Todorov). A prose poem can 
also be a joke, and a list, and chant, and a paean—all of those things at once—
so then you arrive at “A Supermarket in California.” 
  
Casto for O:JA&L. No doubt one of the most horrific events you and your 
wife have lived through was what took place on December 14, 2012, at Sandy 
Hook Elementary School in Newtown, Connecticut, where your wife was a 
teacher. It’s still so hard to believe that on that day twenty children between six 
and seven years old were shot and killed, along with six adult staff members. 
How has that unfathomable event influenced your writing? 
 
Clements: That horrific day and its aftermath irretrievably altered not only my 
writing style, but my entire writing practice, and my conception of my 
responsibilities as a citizen of the world. It disrupted what I thought was the 
connection between my public and private lives. It also was one of the factors 
in my ceasing publication of Sentence and Firewheel Editions (which continues in 
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the hands of an org called Writers at Large). For some months after, I didn’t 
even think about writing anything—I was concerned with getting my family 
through a crippling trauma (which was nothing compared to what all those 26 
families went through). My wife was teaching there at the time, and both of my 
children had attended that school recently. When I did reach a point where I 
could think about coming back into writing poems, I was unable. I went 
through about a year and a half of real psychological paralysis when it came to 
writing. I channeled that energy into gun violence prevention activism and co-
editing with Dean Rader and Alexandra Teague an anthology called Bullets Into 
Bells: Poets & Citizens Respond to Gun Violence (Beacon Press), which combines 
poems about gun violence with prose responses from people who’ve been 
directly impacted, such as Samaria Rice (Tamir’s mother), Rep. Lucy McBath 
(mother of Jordan Davis), Pat Maisch (an Arizona woman who helped subdue 
Gabby Giffords’ assailant), and many others. I went on a tour of about 30 
events around the country hosting readings and public discussions about gun 
violence in those communities. 
 
I eventually broke out of my writing block by basically starting over, essentially 
retraining my brain by forgetting what I thought I knew about writing poems 
and breaking down to the ground floor of what in that moment the language 
circulating through my brain needed to do. And that resulted in some poems 
that are very different from what I had been writing prior to 12/14/12. It’s 
only been in the last few months, actually, that I have felt that I have been able 
to get back around to trying some of the things I was working on 10 years ago.  
 
Writing poems for me used to be an exploration; since 2012, it’s been more like 
a calling to write a particular kind of poem for particular purposes. And I’d say 
that political life in the U.S. beyond just local experience of gun violence has 
influenced that as well. There are times for exploration and there are times 
when lives need to be saved. That may sound a bit pretentious, but I think there 
are many poets writing today who are in fact contributing to lifesaving. 
  
Casto for O:JA&L: I read Jeffrey Davis’ interview with you at Tracking Wonder 
that every time you read Anne Carson’s book, Glass, Irony and God, it changes. 
You said great books are brain-changing. I am an Anne Carson admirer, and 
the same thing happens every time I read Eros the Bittersweet. She is a remarkable, 
brain-changing writer. Who are some of your other favorite prose poetry 
writers? Do you have some favorite individual pieces? 
 
Clements: Well, yes, there are many ways our brains and minds can be 
changed—trauma, pleasure, reading (which has been proven to change the 
brain), practice, love, community. Our brains are wired to pay special attention 
to the new. An amazing writer like Anne Carson or Terrance Hayes or Victoria 
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Chang may not necessarily always be SAYING something new, but they’re 
almost always DOING something new, which is what I was trying to get at 
earlier when I mentioned exploration. And it’s only through exploration that 
we extend the boundaries of genre. I’ve always loved Denise Duhamel’s work, 
and I was honored to have published her Mille et Un Sentiments. Denise is one 
of our greatest collaborative writers, as well; collaboration always sets out into 
uncharted territory, because you never know what you’re going to get from 
your writing partner(s). I admire her for her ability to connect with so many 
different collaborators consistently, which must say something about her 
empathetic ability. In collaborative writing, you’re allowing “your” voice to 
slide into oblivion and nestle into a newly invented voice that belongs to no 
one. How amazing! To go back to a couple of genre-bending books, I think 
Claudia Rankine’s Citizen and Don’t Let Me Be Lonely are absolutely essential 
books that every American should read. I have been teaching Sean Thomas 
Dougherty’s The Second O of Sorrow frequently in the last few years, and it has 
some heart-rending, beautiful prose poems. 
  
Casto for O:JA&L: Oh, yes, I agree every citizen in America would do well to 
read Claudia Rankine’s two works. I enjoyed and learned much from both. And 
I intend to pick up Sean Thomas Dougherty’s The Second O of Sorrow on my next 
Amazon raid. I understand you teach courses in flash fiction, prose poetry, and 
haibun. Do you teach these genres individually, a course for each one? Or a 
course that teaches all three together? Which of the three do your students 
respond to most? 
 
Clements: Yes, all of those and more in multiple courses. I teach a course 
called Writing Prose Poetry and Flash Fiction, and we start off with the Flash 
Fiction, because it’s easier to start there without preconceptions and worries 
about what “poetry” is, and by the time we’re a couple of weeks into the prose 
poem half of the semester a lot of the poetry anxiety (it’s real) has just kind of 
fizzled out and many students come to realize that poetry is more open and 
more exploratory and more inventive than they thought was allowed. If I have 
one student each semester who writes something they say isn’t exactly prose 
poetry or flash fiction but is something else they don’t have a name for, then I 
consider the semester to have been a success. 
  
Casto for O:JA&L: We began this interview touching on Marguerite Murphy’s 
idea of prose poetry as subversive. Now we can end with James Tate’s thoughts 
on prose poetry as a means of seduction.   He speaks of “the deceptively simple 
packaging of the paragraph” and points out that “People generally do not run 
for cover when they are confronted with a paragraph or two. The paragraph 
says to them I won’t take much of your time, and, if you don’t mind my saying 
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so, I’m not known to be arcane, obtuse, precious, or high-falutin’. Come on 
in.” 
 
Clements: I suppose what Tate says there applies to a certain kind of prose 
poem—poems like his “Goodtime Jesus,” one of my all-time favorites—that 
are a shortish paragraph or two long. But I don’t think he’d say the same about 
Ashbery’s Three Poems, nor perhaps not about John Yau’s long sequence 
“Corpse and Mirror” (another of my favorites). Mille Et Un Sentiments is 1001 
numbered sentences/fragments long—it’s not short, and it’s certainly not 
obtuse, arcane, precious, or high-falutin’; it’s an absolute blast. So I see Tate’s 
point in regard to some prose poems, but I’d also say there’s so much variety 
in prose poetry that it’s, again, difficult if not impossible to come up with any 
kind of totalizing statement about it. 
  
Casto for O:JA&L: You’ve mentioned some important prose poetry 
collections and before we end the interview, I’d like for you to name some of 
your favorite short, individual prose poems. Would you name those that 
seduced you, made you laugh, or that made you think long after the piece was 
put away? 
 
Clements: Oh, I can go on indefinitely listing favorite prose poems. I probably 
would never have self-consciously written a single prose poem if it weren’t for 
Dimestore Alchemy by Charles Simic. Actually, some of the poems from that book 
appeared first in the literary journal Epoch under the title Cornell Notebooks 
(Cornell is the main subject of the book), where I saw them in 1992 or so. Talk 
about a brain-changing reading experience… Those surrealist-essay-prose-
poems stunned me into thinking about writing in ways that never had occurred 
to me. The poems of Blaise Cendrars also were important to me early on—see 
Ron Padgett’s translations. He wrote these sprawling (quasi-) documentary 
travelogue poems, not really prose poems but frequently using the sentence as 
the line unit, and I learned a lot from Cendrars about how sentences work in 
poems. And Brenda Coultas’s Handmade Museum seemed to me entirely unique 
and groundbreaking in its illuminating collections of the mundane. It only 
occurs to me in this moment that all three of these books involve some kind 
of collecting… A few other individual poems that I return to again and again: 
Bill Matthews’ “Attention, Everyone;” Fanny Howe’s “Doubt;” Tom Andrews’ 
absolutely hilarious “Cinema Verité” poems; “Surrounding My Birth in 
Veracruz” by Ana Delgadillo (one of the first poems I selected for Sentence); 
and for some really short ones: I love Bob Heman’s ongoing sequence of very 
short “Information” poems, which have appeared over the course of many 
years in many journals and in Bob’s own handmade chapbooks and pamphlets. 
I could go on for hours! 
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Casto for O:JA&L: Well, this has been fascinating. It’s a topic worthy of hours. 
I’m so glad we got to talk about the subject so many are curious about. Thank 
you, Brian, for spending some time with us. I wish you well for your future 
work and I intend to follow along. 
  
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

 
 

About the Interviewer: 
Pamelyn Casto, twice a Pushcart Prize nominee, has published feature-length 
articles on flash fiction in Writer’s Digest (and in their other publications), Fiction 
Southeast, and Writing World (and elsewhere). Her essay on flash fiction and 
myth appears in Rose Metal Press’s Field Guide to Writing Flash Fiction: Tips from 
Editors, Teachers, and Writers in the Field and her 8,000-word essay on flash fiction 
is included in Books and Beyond: The Greenwood Encyclopedia of New American 
Reading (4 volumes). She also has a 5,000-word article on flash fiction as the 
lead article in the new book Critical Insights: Flash Fiction. Casto is Editor and 
Founder of the free online monthly FlashFictionFlash newsletter (first issue 
published in 2001). Casto is an Associate Editor at O:JA&L.  

https://www.linkedin.com/in/pamelyn-casto-73662593/
https://groups.io/g/FlashFictionFlash
https://ojalart.com/?s=Pamelyn+Casto
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The Buttonhook Press Broadside Series 

 

2022 

 
Fool's Gold 

A prose poem by Jason M. Thornberry 

 

Switch (A collaboration) 
A poetry and visual art collaboration by Marjorie Maddox and Anna 

Lee Hafer 
 

High Top (A collaboration) 
A poetry and visual art collaboration by Marjorie Maddox and Anna 

Lee Hafer 
 

Metaphysical Vault (A collaboration) 
A poetry and visual art collaboration by Marjorie Maddox and Anna 

Lee Hafer 
 

At the American Visionary Art Museum: Black Cat (A collaboration) 
A poetry and visual art collaboration by Marjorie Maddox and Margaret 

Munz-Losch 
 

At the American Visionary Art Museum: White Rabbit (A collaboration) 
A poetry and visual art collaboration by Marjorie Maddox and Margaret 

Munz-Losch 
 

2021 

 
Buffalo 

A poem by Ruhan Jiwani 
 

Winter’s Orphan 
A poem by Dana Sonnenschein 

 

X-Ray/Chiaroscuro (A collaboration) 

https://ojalart.com/wp-content/uploads/Thornberry.Broadside.8.27-inch-x-11.69-inch-21-x-29.7-cm.pdf
https://ojalart.com/wp-content/uploads/Maddox-collab-3.broadside.switch.3.pdf
https://ojalart.com/wp-content/uploads/Maddox.collab-4.Hafer_.High-top.pdf
https://ojalart.com/wp-content/uploads/Maddox.collab-5.hafer_.metaphys-vault.2.pdf
https://ojalart.com/wp-content/uploads/Maddox-collab-2.broadside.cat_.6.pdf
https://ojalart.com/wp-content/uploads/Maddox-collab-1.Rabbit.Broadside.6.pdf
https://ojalart.com/buttonhook-press-2021-broadside-seriespoetry-all-forms-stylesruhi-jiwanibuffalo/
https://ojalart.com/buttonhook-press2021-broadside-seriespoetry-all-forms-stylesdana-sonnenscheinwinters-orphan/
https://ojalart.com/buttonhook-press2021-broadside-series-featured-collaborationpoetry-all-forms-styles-fine-art-photographymarjorie-maddox-karen-eliasx-ray-chiaroscuro-a-collaboration/
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A poetry and photography collaboration by Marjorie Maddox and 
Karen Elias 

 
Cycling Around Lake Davis 
A poem by Laura Ohlman 

 

2020 

 
Ox-Eye Daisies 

A poem by Evgenia Jen Baranova 

 
Last of the Gallants 

A poem by Atar Hadari 
 

Later Forms/Scars on the Land (A collaboration) 
A poetry and photography collaboration  

by Laurinda Lind and Thelma Pott 
 

 
 

The Buttonhook Press Pamphlet Series 

 

2020 

 

Safe Spaces: A Pretty Lie 
Editorials on Issues of Poetic Practice by Rachel Custer 

 
Against Art as a Radical Subjectivity 

Editorials on Issues of Poetic Practice by Rachel Custer 
 

Songs on the Way to God: A Theory of Poetics 
Editorials on Issues of Poetic Practice by Rachel Custer 

 
The Artistic Power of Silence: On Letting Art Speak for Itself 

Editorials on Issues of Poetic Practice by Rachel Custer 
 

Special Edition: Experimental Discourse 
…are serious offenses, and… 

A closet drama in two acts by Anthony Hamilton 
 

https://ojalart.com/buttonhook-press2021-broadside-seriespoetry-all-forms-styleslaura-ohlmancycling-around-lake-davis/
https://ojalart.com/buttonhook-press2020-broadside-seriespoetry-all-forms-stylesevegenia-jen-baraonovaox-eye-daisiestranslated-by-sergey-gerasimov/
https://ojalart.com/buttonhook-press2020-broadside-seriespoetry-all-forms-stylesatar-hadarilast-of-the-gallants/
https://ojalart.com/buttonhook-press2020-broadside-serieslaurinda-lind-thelma-pottlater-forms-scars-on-the-land-a-collaboration/
https://ojalart.com/wp-content/uploads/Custer-pamphlet.safespaces.pdf
https://ojalart.com/wp-content/uploads/2020-pamphlet.Custer.interview-5-x-8.pdf
https://ojalart.com/wp-content/uploads/Custer-pamphlet.songs_.Final_.pdf
https://ojalart.com/wp-content/uploads/Custer-pamphlet.Silence.Final_.pdf
https://ojalart.com/wp-content/uploads/hamilton.3.XP_.pamphlet.chapbook.-5-x-8.pdf
https://ojalart.com/wp-content/uploads/hamilton.3.XP_.pamphlet.chapbook.-5-x-8.pdf
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How to Love a Headstone 
Poetry by Sloane Asakura 

 
The Last of the Gallants 

Poetry by Atar Hadari 
 

2021 

 

Salt 
Poetry by Amanda Leal 

 
Deer in Fog at Twilight Near Squalicum Lake Road 

Poetry by Richard Widerkehr 
 

Democracy has Lifted Up Its Voice 
Poetry by Mike Puican 

 
2YC Review: The Works 

Poetry and creative prose by members of the Two-Year College 
Caucus at AWP 

 
Promises 

Poetry by Ellis Elliott 
 

Home 
Poetry by Amanda Leal 

 
Study of Burkas 

A poem by Dana Sonnenschein 
 

2022 

 
 

The Buttonhook Press Chapbook Series 
 

2020 
 

O:JA&L Pushcart Prize Nominees: 2018 
 

https://ojalart.com/wp-content/uploads/Asakura.pamphlet.chapbook.final_.-5-x-8.pdf
/Users/jeffreystreeby/Desktop/AppData/Local/AppData/Local/Temp/Temp3_English.zip/5%20x%208%20inch%20(12.7%20x%2020.32%20cm).doc
https://ojalart.com/wp-content/uploads/2021-pamphlet.Leal_.Salt_.revised.imp_.-5-x-8.pdf
https://ojalart.com/buttonhook-press2021-pamphlet-series-writers-portfoliopoetry-all-forms-stylesrichard-widerkehrdeer-in-fog-at-twilight-near-squalicum-lake-road/
https://ojalart.com/buttonhook-press-2021-pamphlet-serieswriters-portfoliopoetry-all-forms-stylesmike-puicandemocracy-has-lifted-its-voice/
https://ojalart.com/buttonhook-press-2021-pamphlet-seriespoetry-proseworks-by-membersof-the-two-year-college-caucus-at-awp2yc-review-the-works/
https://ojalart.com/buttonhook-press-2021-pamphlet-seriespoetry-all-forms-stylesellis-elliottpromises/
https://ojalart.com/buttonhook-press2021-pamphlet-series-writers-portfoliopoetry-all-forms-stylesamanda-lealhome/
https://ojalart.com/buttonhook-press-2021-pamphlet-seriespoetry-all-forms-stylesdana-sonnenscheinstudy-of-burkas/
https://ojalart.com/wp-content/uploads/2018.Pushcart-chapbook.final_.pdf
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O:JA&L Pushcart Prize Nominees: 2019 
 

Something Else About Mary (Exclusive subscriber content) 
(from WIP Not for Sunday School) 

Flash Fiction by Kent Dixon 
 

Flash Fiction: A Primer 
A writer’s resource by Associate Editor Pamelyn Casto 

 
Poetry: Three Essays on Craft 

by O:JA&L Featured Writers 
 

Ray-the Roo 
Experimental Discourse by Associate Editor WJP Newnham 

 
Horse: 4 Frames 

Haibun by Associate Editor Jeff Streeby 
 

2021 
 

Just Willie Please: Eight Flash Fiction Tales 
A flash fiction sequence by Don Robishaw 

 
The Imp of the Perverse: Edgar Allan Poe’s Misplaces Youth 

An essay from a longer academic WIP by Anne Whitehouse 
 

The First Annual O:JA&L Prize for Flash Discourse 
Selected and with an Introduction by Associate Editor Pamelyn Casto 

The 10 Best Flash Narratives 2017-2021 
 

Here Comes Herodotus, Again! 
Flash Discourse by Wayne Cresser 

 
Where the Thin Winds Worry 

Flash Discourse by Carolyn Mikulencak 
 
 

 
 

 
 

 

More titles in press 

https://ojalart.com/wp-content/uploads/2019.pushcart.chapbook.6-x-9.pdf
https://ojalart.com/wp-content/uploads/Casto-essays.6-x-9.B.pdf
https://ojalart.com/wp-content/uploads/buttonhook2.three-poets-on-craft.CreateSpace-Word-Templates.pdf
https://ojalart.com/wp-content/uploads/buttonhook.Newnham.2.CreateSpace-Word-Templates-002.pdf
https://ojalart.com/wp-content/uploads/Horse.4-frames.2020.chapbook.-6-x-9.pdf
https://ojalart.com/wp-content/uploads/Robishaw.6-x-9-inch-15.24-x-22.86-cm.pdf
https://ojalart.com/buttonhook-press2020-chapbook-seriesissues-of-aesthetic-meaninganne-whitehousethe-imp-of-the-perverseedgar-allan-poes-misplaced-youth/
https://ojalart.com/buttonhook-press2021-chapbook-seriesthe-first-annual-ojal-prize-for-flash-discourseselected-and-with-an-introduction-byassociate-editor-pamelyn-casto/
https://ojalart.com/buttonhook-press2021-chapbook-seriesflash-discourse-fictionwayne-cresserhere-comes-herodotus-again/
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Introducing The Buttonhook Press Masters Series  
 
In 2022, OPEN: Journal of Arts & Letters (O:JA&L) and its imprint Buttonhook 
Press introduce the Buttonhook Press Masters Series, each chapbook an 
offering of new work and essays by recognized masters of the writing craft in 
several disciplines. Each author’s set of selections will be accompanied by an 
interview with O:JA&L Associate Editor Pamelyn Casto, herself a recognized 
master writer and a vital resource for fans and writers of flash discourse.  
 
Casto, twice a Pushcart Prize nominee, has published feature-length articles on 
flash fiction in Writer’s Digest (and in their other publications), Fiction Southeast, 
and Writing World (and elsewhere). Her essay on flash fiction and myth appears 
in Rose Metal Press’s Field Guide to Writing Flash Fiction: Tips From Editors, 
Teachers, And Writers in the Field and her 8,000-word essay on flash fiction is 
included in Books And Beyond: The Greenwood Encyclopedia of New American 
Reading (4 volumes). She also has a 5,000-word article on flash fiction as the 
lead article in the new book Critical Insights: Flash Fiction.  

 

 
 

 

The Buttonhook Press Masters Series:  

Brian Clements 
 

 
 

 
 

For a complete listing of available titles from Buttonhook Press visit 
https://ojalart.com/category/buttonhook-press/ 

 
 

 

2022 Masters Series 

 
  

 

$11.00 (USA)        $15.00 (Canada) 

https://groups.io/g/FlashFictionFlash
https://www.linkedin.com/in/pamelyn-casto-73662593/
https://ojalart.com/category/buttonhook-press/
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