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My artistic practice might best be understood through the long lens of poetic 
research-creation. As an artistic category, research-creation is fairly recent. Described by 
Owen Chapman and Kim Sawchuk, Erin Manning, and Natalie Loveless, research-
creation operates at the frictional meeting place between artistic practice and academic 
research, complicating and traversing disciplinary boundaries while also offering room 
and funding for artists to work within institutions. In her book The Minor Gesture, Erin 
Manning notes that research-creation 

touches not only on the question of how art itself activates and constitutes new 
forms of knowledge in its own right but, perhaps most importantly, incites us to 
inquire into the very question of how practices produce knowledge, and whether 
those forms of knowledge can engagingly be captured within the strictures of 
methodological ordering. (26) 

My understanding of research-creation is grounded in both the use of poetic experiment 
to grapple with lived contradiction and the use of a social poetics of investigation and 
documentary to help map our shared conditions.  

My creative work in recent years has embraced research more explicitly. This is 
partly a response to my attempts to write poetry alongside the critical work of my PhD 
dissertation. But my interest in creative research also came out of a growing realization 
that poetry offers a different mode of examining life and its contradictions. I’ve written a 
great deal in the last few years, trying to synthesize an approach to poetic research that 
sits somewhere between the poem as a site for research dissemination (ie. poem as 
research paper) and the poem as a tool for research production. The result has been 
productively messy. I’ve had to mix-and-match approaches and formal concerns. In my 
forthcoming book Coast Mountain Foot, I started with a desire to interrogate the feeling I 
had after moving to Vancouver when I struggled to adjust my “Calgary mindset.” To 
think through this spatial friction, I turned to a number of experiments. I rewrote poems 
from my time in Calgary after living in Vancouver for a long time. I revisited a notebook 
of poems that I wrote in my first year in Vancouver. And, most importantly, I turned to 
lyric poetry in a deliberate way to write through all I had learned about both cities during 
my time in Vancouver. The result has turned out to be an investigation into the ways that 
cities share concerns even if the conditions and histories they grapple with are wildly 
different. Or put more generously by Calgary poet Nikki Reimer in the blurb she’s 
written for the book: “In Coast Mountain Foot, Ryan Fitzpatrick enacts the empathy 
required to imagine spaces of possible connection inside of history and outside of capital. 
Charting the rapacious millionaire settler class currently reshaping cities everywhere, he 
presents Vancouver as a history of displacement, Calgary as a history of paving over.” 

Similarly, my in-process poetry/creative non-fiction work Ace Theory / Well, 
Okay splits its approach to research by articulating two books together. In Ace Theory, I 
adopt the autotheoretical approach of Roland Barthes’ later work to write through my 
relationship to academic and community conversations around asexuality. The result is a 
looser academic writing (with some more poetic interjections) that slides between 
reflections on other texts ranging from theory to pop songs to video games. The goal of 
Ace Theory is to get my bearings in an orientation that is often understood as invisible. In 



contrast, Well, Okay takes an explicitly poetic approach, writing about and through the 
minutia of everyday life over the pandemic as an extended period of time defined by 
loneliness and isolation. The result is a long durational meditation on the grimy details of 
a life alone set against the backdrop of the global crises that defined 2020. I’ve found this 
mix of formal approaches bracing, because of the way I’ve had to negotiate my own 
tendency to slide between essayistic argument and poetic suggestion. It has been exciting 
to jump into the deep end of creative nonfiction.  

My practice-led approach to research-creation emerges from an early-career 
interest in what I would call the “social texture” of language. The easiest way to think 
about language’s social texture is to imagine it as a different approach to voice, but where 
voice is not an essential quality of the individual (like in the creative writing call to “find 
your voice”), but an effect where certain modes of language is attached to specific 
contexts—the texture of the spoken word poem vs. the texture of the oven manual. This 
investigation started for me with some early career dabbling in the dirty conceptualism of 
Flarf—a poetic style advocated by an online American coterie who misused Google to 
collage and recombine the found language of the Internet in aggressively absurdist ways. 
Something in this approach addressed a block in my practice, allowing me to sidestep 
what at that point seemed to be the demanding impasse of lyric poetry. Much of this work 
is collected in my first book Fake Math, but comes to a head in my second book Fortified 
Castles, which takes an interest in the social texture of social media confession via the 
form of Facebook’s status update. Turning slantly back to my own subject position, 
Fortified Castles investigates the agglomerated group subject of white masculinity 
through the use of a shifting “I” pronoun—a trick I picked up from poets like Fred Wah 
(in his chapbook All Americans) and Katie Degentesh (in her book The Anger Scale). The 
effect, I hope, is a slippery subjectivity where all the first-person narration both belongs 
to me (on a structural scale) and doesn’t (on an individual scale). Much of the discussions 
around this book has focused on the twin problems of sincerity and grievance. I think this 
gets to the heart of this problem with social texture. How do we speak sincerely about our 
desire for our language, our spaces, and our shared relations to change when we live in 
conditions that we help shape, but we don’t live in conditions of our own choosing? I 
think creative writing and poetry offer important strategies that allow us to both map our 
place in the world and offer alternate ways to think and live in it, to both research and 
experiment, and to both get our bearings and redraw the maps.  
 
 
 
 


