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„I followed the course 
From chaos to art” 

„The Book of Longing”, L. Cohen 

 

 

Not many contemporary poets can claim world fame and hundreds of thousands of 

people as 'fans' – although we should note right from the start that not all of these 

fans are familiar with his literary activities: most of them only know him as the singer-

song-writer of 'Hallelujah', 'Closing Time', 'The Tower of Song', 'Who By Fire' or 'Bird on 

the Wire' (and the list goes on).There were periods throughout the history of literature 

when writing poems and singing them were the norm and not the exception: and 

interestingly, this tradition was revived by one of the most 'revolutionary', 'anti-

tradition' and nonconformist groups of poets in the mid-1950s: the beats, Kerouac in 

particular, read their poems with Jazz musicians accompanying them. Ginsberg in the 

sixties chanted his poems while playing a lap accordion, and Bob Dylan has several 

poetry volumes to his credit (Cohen is often compared to Dylan). Cohen's work can be 

examined in the context of 'text and music' and of 'text and picture' as well. Here his 

literary output will be approached from the perspective of Canadian (post)modernism.  

Before doing so, however, let us state a few biographical facts: he was born in 

Montréal into a prosperous Jewish family of Eastern European descent. He studied at 

McGill University in Montréal in the early 1950s, then went to Columbia University in 

New York (but did not get a degree there). His first published poem appeared in the 

student magazine of McGill University – this particular university had been playing a 

vital role in the formation of Modernist writing in Canada since the mid-1920s. At 

McGill, Cohen was taking courses from or having close contact with leading English-

                                                 
1
Joan Baez „To Leonard Cohen on his 60th” - in: Fournier, Michael & Ken Norris (eds.) take this waltz. 

A Celebration of Leonard Cohen. The Muses' Company/La Compagnie des Muses, Ste. Anne de Bellevue, 
Quebec, 1994. 11-13. 
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Canadian poets of the mid-twentieth-century: Louis Dudek, himself a poet, was a 

follower of Ezra Pound, with whom he was in regular contact2, poet and author A. M. 

Klein, admirerer of Joyce, was also teaching at McGill on an occasional basis. „As a 

thinker Cohen probably learned more from Klein, whose best works are dense with 

ideas and allusions to rituals, and as a teacher of craft, Cohen had Dudek, who 

introduced him not only to the history of verse but also to its rules.” (Leibovitz, 59) 

Irving Layton (another Jewish poet with Central-European ancestry) and the 'founding 

fathers' of Canadian Modernist poetry, F. R. Scott, and A. J. M. Smith (all Cohen's 

father's age) also encouraged him.3 Cohen's literary talents were recognized by these 

Canadian men of letters before the publication of Let Us Compare Mythologies (1956), 

his first volume of poetry, published as „the inaugural volume in a university-

sponsored series of poetry books, edited by Dudek.” (Leibovitz, 62) Northrop Frye in 

his annual review of English-Canadian poetic output joined the chorus of appraisals:  

 

the book as a whole is a remarkable production. … this book has the normal 
characteristics of a good first volume.     
… his chief interest … is mythopoeic. The mythologies are Jewish, Christian, and 
Hellenistic. … The mythical patterns of the Bible provide some of the paradigms 
of his imagery … Mr. Cohen's outstanding poetic quality … is a gift for macabre 
ballad reminding one of Auden, but thoroughly original … No other Canadian 
poet known to me is doing anything like this, and I hope to see more of it … (68-
69) 

 

                                                 
2 

As N. Frye put it speaking about Dudek's volume, entitled Europe, „the influence of Pound is 
oppressive.” (55) 

3
 „Devenu ami avec John Sutherland ou Louis Dudek, il a participé au mouvement d'après-guerre 

visant à faire émerger un style essentiellement canadien s'éloignant des classiques anglais et reflétant 
les réalités sociales de l'époque. 

Lorsque Leonard fait la connaissance de Layton, plus vieux que lui de vingt-deux ans, celui-ci a déjà 
plusieurs recueils de poèmes à son actif … Cette rencontre … est extrêmement important dans la vie de 
Leonard, qui la résumera … „Je lui ai appris à s'habiller, il m'a appris à vivre éternellement.” 

De la génération des poètes montréalais contemporains qui se font un nom dans les années 1950, 
Irving Layton est le plus bouillant, le plus flamboíant, le plus anti-bourgeois, professant que la poésie 
doit être à la fois intense, subtile et saissante. … il utilise dans certaines de ses créations un langage très 
érotiquement explicite, ce qui, … encouragera Leonard dans une voie où, jusque-là, il s'engageait peut-
ètre avec une relative reserve. 

… Layton lui fait aussi prendre conscience que la versification ne doit pas être un passe-temps 
dilettante” (Aknin – Loisy, 32-33) 



 

 

Text Conference KATALIN KÜRTÖSI 59 

 

 

 

Cohen's first volume foreshadowed all the major preoccupations he would later 

follow in his poetry, fiction and songs: existential concerns, metaphysical visions, 

carnal love – often tinted with a shade of irony. The young Cohen is eager for deep 

knowledge, prophecy and to offer profound insights into spiritual matters.  Some of 

the poems sound like songs, with internal and external rhymes and refrains. In „Prayer 

for Messiah” (that could be easily sung), for example, he unites religious vision with 

the idea of abstract love. 

 

his eyes through my eyes shine brighter than love 
O send out the raven ahead of the dove  
 
O send out the raven ahead of the dove 
O sing from your chains where you're chained in a cave 
your eyes through my eyes shine brighter than love 
your blood in my ballad collapses the grave (Stranger Music, 7) 
 

In Canadian Modernist poetry it was A. M. Klein who twinned the new trend with 

religious subject matter from the mid-1920s on: he often chose to call his poems 

'songs'4 or 'psalms'. „Klein was the elder statesman whose ideas Cohen found too 

intoxicating to ignore.” (Leibovitz, 79) Let Us Compare Mythologies manifests 

Modernist interest and practices not only in its general tone, but also in the conditions 

of its publication.  

 

Cohen … masterminded the entire production of the book, taking responsibility 
for its design, typesetting, production, paper, and printing. His friend Freda 
Guttman prepared illustrations, and he paid three hundred dollars to have the 
work hardbound, not softbound as Dudek had originally envisioned. Cohen also 
took to distributing the book, selling it on campus and in cafés and bookstores, 
although he also took subscriptions for it, which made printing the 
approximately four hundred copies possible. (Nadel, 38) 

 

The volume contained forty-four poems, written mainly in the early 1950s – it sold out 

immediately. As he recalled almost four decades later with his typical self-irony, „My 

                                                 
4
 „Fill the silver goblet; / Make open the door-way; / Let there be no sob; let / Elijah come our way. // 

And let him come singing, / Announcing as nigh a / Redemption, and drinking / The health of Messiah!” 
('Song' – Klein, 22) 
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first book sold four hundred copies. … that was considered a stunning success and it 

was reviewed in all these mimeographed journals that no one read”. (Interview by Vin 

Scelsa, June 13, 1993 – in: Burger, 343) 

With a McGill diploma and the first poetry volume in his hands, Cohen went to 

study in New York, but did not spend all his time in the classrooms of Columbia 

University (where Dudek earned his PhD and García Lorca also attended courses in the 

late 1920s). Instead, he plunged into the turmoils of counter culture represented by 

artists like Allen Ginsberg, Bob Dylan and Jack Kerouac. Cohen decided to study 

American country and folk music traditions: „I went down to the Harvard Library of 

folk music and spent a summer there just listening to all the songs, all these incredible 

lyrics, and I got really deeply into it.” (Interview by Vin Scelsa, June 13, 1993 – in: 

Burger, 347) He kept on writing – trying his hands at fiction: short stories and a short 

novel which has not been published. After a year in New York, he returned to Montréal 

with the new experience of Kerouac reading/chanting his texts to musical 

accompaniment (jazz) at the Village Vanguard (Nadel, 42).  

 

Cohen was back to the same question that had been haunting him since he first 
found Lorca: how to be a poet in a world that increasingly expected its poets 
either to act up on television or languish in obscurity.  
His answer was simple but inspired. He would blend truth and artifice until his 
audiences didn't know which was which. He would entertain, but deliver the sort 
of punch lines that carried a real and existential punch. To achieve that he 
needed a public persona, and so he became the Poet. … Leonard Cohen was 
reborn as John Keats. At Birdland, a third-floor  lounge on top of Dunn's Famous 
Steak House, he gave midnight readings … accompanied by a six-piece band. 
(Leibovitz, 69) 

 

This is how text and music started to go hand in hand for the rest of Cohen's career – 

continuing the medieval troubadour tradition as well as the practice of some English 

Renaissance poets5. In an interview the already world famous Leonard Cohen 

confessed that he opted for 'minor' writers like Robert Harrick, the half-forgotten 

                                                 
5
 „The kind of training I had as a young wirter, a young composer, made me very much aware of 

where I stood in a long line of singers or poets: musicians from the Troubadours; even before that, from 
Homer; and even before that, from Isaiah and King David; coming all the way down through the various 
strains into English literature; into poetry; into folk poetry like Robbie Burns … I've always been aware of 
that tradition, and to be one of the figures that allows the tradition to continue is very gratifying.” 
(Interview by Jim O'Brien, August/September 1993 – in: Burger, 361) 
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Metaphysical poet who was very popular in his age as song-writer. „I consider myself a 

minor writer. That's not just an exercise in modesty, because I love the minor writers, 

like Robert Herrick. I'm not that kind of writer like Solzhenitsyn, a writer who has a 

great, great vision.” (Interview by Karl Dallas, Melody Maker, May 22, 1976 – in: 

Burger, 95) 

The early poems of Cohen thus can be seen in the context of English-Canadian 

Modernist poetry, as well as medieval and Renaissance European tradition – but for 

him it was another poet who served as not only a determining experience but also as a 

model to follow. And that poet – Federico Garcia Lorca – was a significant figure of 

Modernism in Europe. At 17, Cohen found a volume of Garcia Lorca's poetry in a used 

book store and „realized right away that Lorca's central artistic engine was also his 

own. It was the duende.” (Leibovitz, 54). Garcia Lorca became a life-long fascination for 

Leonard Cohen – he translated a poem by Lorca and adapted one of the Spanish poet's 

works as a song („Take this Waltz”). As Nadel states it, „The poem as song becomes a 

metacommentary on the deathly tradition it possesses … Appropriating conventions, 

Cohen creates a stylized waltz, exaggerating the musicality of the form, reclaiming, not 

rejecting, Lorca's original expression.” (Nadel in Fournier – Norris, 129). As Cohen 

himself admitted, García Lorca „has been a man of extraordinary influence on both my 

political and personal work. I admire him.” (Interview by Jordi Sierra i Fabra in October 

1974 – in: Burger, 77) This admiration became 'part of the family': Cohen's only 

daughter is called Lorca Cohen. Beside the English-Canadian and international context 

we should also make mention of the Québec parallels: Félix Leclerc and Gilles 

Vigneault are not only highly celebrated singers, but also published the texts of their 

songs as books of poetry.  

It took Cohen five years to publish another volume of poetry: he is a notoriously 

„slow-working” artist, be it poems or songs. He continued working on poems in 

Montreal in the second part of the 1950s, in 1959 he won a grant to London, but once 

in the English capital, he realized that the general milieu was not as inspiring as he had 

hoped, so he decided to join an artists' colony on the Greek island of Hydra. The 

climate there was far better: not only full of sunshine, but also offering the young 

writer a company of mainly European 'underground' artists (writers, musicians), and 

first-hand experiences of sites and motifs of ancient Greek culture. For years to come, 

Cohen would spend long periods of time on Hydra – and short periods of time in 

Montreal or the United States.  
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The Spice-Box of Earth was published in May 1961 by McClelland and Stewart, the 

most prestigeous publishing house of English-Canadian writing. Cohen did not leave 

the appearance of the book to professionals – he insisted that „the poems not be 

rendered 'in any sort of delicate print. They should be large and black on the page. 

They should look as though they are meant to be chanted aloud, which is exactly why I 

wrote them.'” (Cohen quoted in Nadel, 49) The limited edition of the 102-page volume 

„one of the most impressive books of poetry then published in Canada, sold out in 

three months.” (Nadel, 49) 

In the poems, Cohen adds poetic self-reflection and the experience of European 

culture to the subject matters appearing in his first volume. Again, some of the poems 

are called songs – and he experiments with novel forms, like haiku. Love and the 

female body are recurring themes – like in „Beneath My Hands”: 

 

  Beneath my hands 
  your small breasts 
  are the upturned bellies 
  of breathing fallen sparrow  

(Stranger Music, 16) 
 
In „The Cuckold's Song” he combines irony, self-reflection and the love-motif: 

 
  If this looks like a poem 
  I might as well warn you at the beginning 
  that it's not meant to be one. 
  I don't want to turn anything into poetry. 
  … 
  … you fed her 5 MacKewan Ales, 
  took her to your room, put the right records on, 
  and in an hour or two it was done. 
  … 
  … the important thing was to cuckold Leonard Cohen.  

(Stranger Music, 33) 
 

Poetic consciousness is also present in Cohen's tribute to Klein: he met the master 

when the latter was already in deteriorating mental state – the experience obviously 

shocked Cohen. In „To a Teacher”, Cohen – who lost his father at the age of 9 – calls 

Klein a 'teacher' and a 'father': 
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  Let me cry Help beside you, Teacher. 
  I have entered under this dark roof 
  as fearlessly as an honoured son 
  enters his father's house. (A Rich Garland, 15) 

 

In „Song for Abraham Klein” the disintegrating poet-writer-prophet is „the weary 

psalmist” for whom 

 

  Abandoned was the Law, 
  Abandoned the King. 
  Unaware he took his instrument, 
  His habit was to sing. 
 
  He sang and nothing changed 
  Though many heard the song. 
  But soon his face was beautiful 
  And soon his limbs were strong.  

(Stranger Music, 25) 
 

Poetry – its role and use in society – continued to interest Cohen during his whole 

career: altogether he published thirteen volumes of poems, including two of selected 

poems, but after The Spice-Box of Earth he concentrated on writing prose. The Favorite 

Game first came out in London in 1963, then in New York, and finally in Canada in 

1970. As Leibovitz (105) put it, „There's much of Leonard Cohen in Lawrence 

Breavman, the book's protagonist. … The book is told in short anecdotal bursts” 

centred around decisive concerns for the young hero, namely about questions related 

to religion – and, as a counterpoint, about how to seduce as many girls as possible. 

Self-reflection is markedly present in Cohen's first published novel – the protagonist 

tries his hands at writing, and sometimes discusses passages of the written text with 

his girlfriends.  

 

The act of writing had been completed when he handed her the manuscript. He 
no longer felt ownership. 

 

„ … You talk like both characters.” 
„All right I talk like both characters.” 
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„Please don't get angry. I'm trying to understand why you wrote it.” … 
„I don't care why I wrote it. I just wrote it, that's all.” (The Favorite Game, 99) 

 

As Leibovitz (106-7) put it, Cohen „didn't set out to write and odd and beautiful and 

poetic bildungsroman. He wanted to write about what it was like to be young and try 

to take flight and realize that life was a terrain made of many plains and very few 

mountaintops. … He wanted … to write a very intimate epic.” He contiunues by citing 

Cohen himself  who explained in a letter to Layton „That's what I always missed when I 

heard my first fairy-tales – the small talk of giants … I longed to hear how they lived 

away from crises.” 

The typically non-conformist and Bohemian Cohen was working frantically6 on his 

second novel in the mid-1960s. For him, „a book of prose where there are characters 

and developments and changes and situations, that's always attracted me, because in 

a sense it is the heavyweight arena. I like it … because of the regime that is involved in 

novel writing. I can't be on the move. It needs a desk, it needs a room and a 

typewriter, a regime. And I like that very much.” (Interview by Paul Williams for 

Crawdaddy, 1975 – in: Burger, 89). He started to write Beautiful Losers in Canada, but 

completed it in Hydra in 1965. The temporary titles for this „liturgy, a big confessional 

oration, very crazy, but using all the techniques of the modern novel … pornographic 

suspense, humor and conventional plotting” (Cohen's words to Eli Mandel and Phyllis 

Webb, cited by Nadel, 69) were „Plastic Birchbark” and „The History of Them All, a Pop 

Gothic Novel” (the first part of the second version finally was kept as title for 'Book 

One' in the final version of the novel). The plot moves back and forth between the 17th 

century and the Montreal of the mid-1960s, the time of Québec separatism and 

references to hippy culture: as Sparling (247) puts it, „much of the book segues dizzily 

back and forth between past and present, with the result that the borderline between 

the two tends to blur”. It is defined by intertextuality, intratextuality, and a palimpsest 

of Canadian history and politics (Nadel, 72). The book, published by Viking in 1966, 

drew extreme reactions from critics and reviewers. The Boston Globe celebrated it as a 

reincarnation of James Joyce, for the Toronto Globe and Mail it was a „verbal 
                                                 
6
 „The book 'was written with blood,' … 'at the end I was writing 20 hours a day and going only on 

pep drugs and hashish … Beautiful Losers is a love story, a psalm, a Black Mass, a monument, a satire, a 
prayer, a shriek, a road map through the wilderness, a joke, a tasteless affront, an hallucination, abore, 
an irrelevant display of diseased virtuosity, a Jesuitical tract, an Orange sneer, a scatological Lutheran 
extravagance – in short a disagreeable religious epic of incomparable beauty.” (Cohen cited by Nadel, 
71-2)  
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masturbation”, while Toronto Star's critic declaired it to be „the most revolting book 

ever written in Canada” (Leibovitz, 109). Shortly after its first publication, Cohen 

labelled it as „a redemptive novel, an exercise to redeem the soul” (Interview by 

Sandra Djwa for Ubyssey, February 3, 1967 – in: Burger, 11). Linda Hutcheon, in her 

monograph on The Canadian Postmodern devotes the first chapter to the early 

postmodernism of Leonard Cohen stating that Beautiful Losers – compared with The 

Favorite Game  – 

 

is even more ironically and self-consciously aware of the artist as persona in 
relation to the process of creation.  
 
The move from the modernism of the first novel to the postmodernism of the 
second is marked by a shift in the level of self-reference – from the content to 
the form of the work. Beautiful Losers is a relatively early example in Canadian 
literature of what I would call postmodern metafiction: ironic, historical, and 
politican fiction that is also about fiction, that contains within itself a first critical 
commentary on its own nature as narrative and as language … In Beautiful Losers 
we only run into difficulty if we insist on reading it as a realist novel, with the 
accompanying 'ideology' that ignores or denies the existence of formal literary 
conventions. (27) 

 

There are plenty of analyses of this particular novel (by, among others, Stephen Scobie, 

W. Siemerling, M. Ondaatje) so we do not go into further details about Cohen's best-

known prose piece. Suffice it to say, that he did not stop writing prose after its 

publication – short sketches are present in his further volumes, unpublished fragments 

can be found in the archives of the University of Toronto. He continued to write 

poetry, as well: eight volumes and two more of selected poems between 1966 and 

2012 testify to this.  

In the second part of the 1960s, however, he „altered his career by shifting almost 

exclusively to music” (Nadel, 79) – and indeed, Cohen became world famous thanks to 

his songs which manifest his concerns (love, human relationships, despair, religion, 

metaphysical ideas, social problems) in a form accessible for millions of people. Irony 

and self-reflection, Biblical and intertextual references make his texts rich – very often, 

Cohen just chants his lines so that the poetry and philosophical context is not 

overshadowed by the music. He declaredly uses his own personal experiences and 
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doubts for the songs7 – still they ring universally, evoking similar situations for their 

receivers. He is a rare bird among the stars of Beat culture not only because he had 

been a published poet and writer before becoming a singer, but also because of the 

elaborate quality of the text in his songs8 – on top of that, he returns to very traditional 

rhyme-schemes: speaking about Various Positions, an album released in 1984, which 

contains 'Hallelujah' and 'If It Be Your Will', he mentioned that „I was doing an 

experiment in Spenserian stanzas, which is an old form of very tight interlocking lines”. 

(Radio Interview by Vicki Gabereau, May 1984 – in: Burger, 161) Between 1967 and 

2014 Cohen had 13 studio albums (the latest one released just one week after his 

eightieth birthday in September 2014), 3 compilation albums, 5 live albums and 3 

concert videos, and sold over 20 millions of records. Considering that Cohen's voice-

range is not wide (some critics even say that he has no singing voice9 – though he 

ironically claims in 'Tower of Song' that 'I was born with the gift of a golden voice'), and 

he never produced acrobatic tricks on stage (actually, he usually is almost static, in an 

elegant suit and Fedora hat, with or without the guitar in his hands)10, this sequence is 

even more impressive.  

After a more than twenty-year spell of silence as far as poetry is concerned (Book of 

Mercy came out in 1984, Stranger Music: Selected Poems and Songs in 1993), in 2006 

Cohen brought out Book of Longing and dedicated it to Irving Layton who died in early 

January of that year. As his interviews reveal, he had been working on the volume 

containing poems, prose sketches and drawings for several years. As early as five years 

before the publication itself, the material was mainly completed: as he confessed, „I've 

got about 250 poems there … with a lot of work, I can rhyme words. … I don't have any 

deep sense of urgency about publishing. I'd like to keep it around for a while.” (in: 

Burger, 444, 445, 457) When the book finally came out, he included a selection of  his 

                                                 
7
„My music is a reflection of my personality, and my personality is a reflection of all that surrounds 

me … So I treat this world that surrounds me with the integrity and dignity necessary to bring it, through 
me, to everyone else.” (Interview by Jordi Sierra i Fabra in October 1974 – in: Burger, 76) 

8
 „Like Dylan, Simon, and few others, Leonard Cohen has expanded the vocabulary of the popular 

song into the domain of poetry. And like both Simon and Dylan, Cohen will work and rework his songs 
until he achieves a kind of impossible perfection.” (Paul Zollo – in: Burger, 262) 

9
 Cohen himself does not disagree with these views: „I never thought I had a voice in the sense of a 

singer's voice. I can hardly carry a tune but I think it's a true voice in the sense that it's not a lie. It 
presents the singer and the story he's telling.” (Interview by Jon Wilde, December 1987 – in: Burger, 
194) 

10
 „Rather than abandon his listeners … Cohen wanted nothing standing between them and his 

words, removing all distractions” (Leibovitz, 148) 
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drawings in it. He had been doing sketches for decades before – here the pictures 

accompany and dialogue with the poems themselves. A great majority of the drawings 

are portraits of the aging poet, not hiding his wrinkles11, another group of the pictures 

show women, mainly nudes, still others are emblems, objects (often guitars12), or birds 

(like on the cover of the book).  

 

  
 

As an early interview reveals, Cohen was making drawings at the beginning of his 

career, claiming that his „painting and [his] singing are the same thing” (Interview by S. 

Djwa, February 3, 1967, Ubyssey – in: Burger, 13). A quarter century later, he started to 

make pictures on the computer screen (Burger, 358), but he continued to draw pencil 

sketches in his notebooks, too (Burger, 409).  

In Book of Longing two poems are tributes to García Lorca, one of Cohen's favourite 

artists. „Lorca Lives” is illustrated by the drawing of a guitar – the poem itself claims 

that Lorca does live in New York city, but he does not like it. „The Faithless Wife”, on 

the other hand, is the translation of Lorca's „La casada infiel” from the latter's 

                                                 
11

 The picture below can be found at 
http://www.bing.com/images/search?q=leonard+cohen&id=B1E83714E402FDD70BEAFAD58172F20660
44F0AC&FORM=IARRTH. The most exhaustive internet resource on Cohen's work can be found at 
http://leonardcohenfiles.com/.  

12
 Cohen sports his irony even with regard to the drawings: in the picture about his guitar, he adds 

that „my guitar is so beautiful I wish I could play it” (Book of Longing, 195). 
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Romancero gitano volume. Cohen changed the form of Lorca's poem – and illustrated 

it with the (possibly water-colour) picture of a dancing couple.  

Another set of poems discusses his relationship with Zen, his life as a monk, and 

Roshi, his master. Still other poems show his leading concerns, namely loneliness and 

the relationship with women. These latter two areas are often present in his songs – 

Book of Longing contains verses of songs, too, including, among others, „A Thousand 

Kisses Deep”, „Alexandra Leaving” and „Boogie Street”, this last one phrasing for 

eternity the hardships of taking leave from a beloved one: 

 

  A sip of wine, a cigarette, 
  and then it's time to go 
  I tidied up the kitchenette. 
  I tuned the old banjo (64) 

 

Both the poems and prose sketches muse about art and creativity – phrasing again and 

again his struggle during the process. „I'm still working hard, Robert. I can't seem to 

bring anything to completion and I'm in real trouble.” he confesses to a long deceased 

friend. (138) In a poem composed in 1980 he summed up his experiences like 

 
  feeling my way 
   to a cleaner expression 
  of the absolute filth 
   I stumbled across. („The Third Invention”, 136) 

 

This strive for the 'cleaner expression' impressed not only millions of readers 

(Beautiful Losers sold over a million in Canada alone, and was translated into dozens of 

languages) and fans, but other singers, poets and critics alike. Apart from the roughly 

one dozen biographies, several other tributes have been paid to his achievements in 

various fields of arts. I'm Your Fan, an album featuring sixteen songs by Cohen (and 

another two by Phil Spector) delivered by celebrated rock artists came out in 1991. 

Essays on Canadian Writing devoted a special issue to his oeuvre for his sixty-fifth 

anniversary (no. 69, Winter 1999), take this waltz, a volume published for his sixtieth 

birthday, offers him texts (poems, reminiscences, essays) by people like Joan Baez, 

Allen Ginsberg, Jennifer Warnes, Louis Dudek and his editor Jack McClelland, later 

Governor General Adrienne Clarkson and many others. For a ’minor writer’ this quite 

an achievement. 
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