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ABSTRACT

This thesis reframes, or reforms, ‘nature writing’ (‘Nature Writing Reformed’) thrdiog
practical and theoretical recombination of human, tree, and page. Understandings of
‘writing’, ‘nature’, and their phrasal relation in ‘nature writing’, are expt through a
sustained enquiry into the reading and writing practices principally undertgkka b
author (Camilla Nelson) in relation to one specific apple tree in the wallelg g of
University College Falmouth’s Tremough Campus, Cornwall. The ceatdiied of this
thesis is that composition is always environmentally constructive and cdadtrimw

(the method with which) you read and write, and where (the environment in which) you
read and write, i.e. the situation and materials you read andwithteaffect not only the
composition of the written text but the composition of the human, as well as théhather-

human, entities involved in this practice.

This thesis is explicitly structured as an interweave of variously material (word; page;
room;box; walled garden; library; studio; tree) aswhceptual(word; page; theory
footnote; hyperlink; field of research) framing devices (and / or envirorgnemhe
structure of this thesis and that of the orchard and studio installations, whidtetoget
constitute the final PhD research submission, play on the variety of framing eamdingf
that occursn relationto the spatigemporal specifics of material and conceptual
composition (as evidenced in thedia Log. This ‘reform’ of nature writing, as an
interweave of human and othiimlanhuman environmeni{®r frames)is developed in
relation toMark Johnson’s expanded theory of ‘mind’ by wdyhe conceptual and
material practicef metaphor (Johnson, 2007)his thesiscombines the theories and
practicesderived from théprinicipal) field of ‘Nature Writing’ (as defined in the
correspondingly titled chapter), with thosgggestetby contemporarglevelopments in
cognitive philosophy, neuroscience, microbiology, systems theory, and translatims st
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INSTRUCTIONS FOR USE

The USB entitled ‘CN PHD’ is Microsoft Officeompatible. You will need access to a
Windows PC with Microsoft Office software installed in order for the embedded
hyperlinks to successfully activate. You will need access to Microsoft Word, Adobe
Acrobat, Microsoft Excel, and suitable audio-visuahsafein order to access the full
contents of this PhD Submission. You will need to be connected to the interenet in order
to access the hyperlinked websites. Any broken links to web data are the rdsikitédg
being moved or removed from their arigl web address. All website hyperlinks were

active at the time of submission (1/08/12).

Insert USB stick in USB portal.

Open ‘PhD Submission CN'.

Within this file is the PDF document ‘THESIS’. Open this file.

This is the thesis proper (see prefatory note). This document is hyperlinked to the
appendices stored in theHD Lod. You arealsoinvited to investigate the contents of the
‘PhD Lod independently of the “THESIS’ (it contains more el than is immediately
revealed by the hyperlinks).

OnHyperlinks

Some hyperlinks within the “THESISVill lead you directly to a specific image, audio file

or written text. It is sufficient to view / read / listemthis document in isolationubthere

exists more media (earlier or later versions in the case of some written texts) to either side
of the given text and, with regards to the photographs for example, your browser should
allow you to scroll to left or right of these documents to datlar sense ofheir context

should you wish to explore further.
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Other hyperlinks will take you to a filef audio / visual / textual elements that you are
invited to investigate for yourself. Still others will open onto files containing the various
years, months or days of related work. Again it is for you to navigate thesa agsj.
There is a large amount of data stored within Bt&D Lod and, although readers are

encouragedo explore it as they wish, it is not inded for exhaustive consumption.

Documents as Frames

The‘THESIS’ provides the principaframe’ within which tonavigatethese files. Other
framingsare suggested by theHD TIMELINE’, ‘APPLE AUDIO LOG, and ‘PHD
PRACTICE LOG. These documents ahg/perlinked to the ‘MEDIA LOG’ which

contains a large amount of the audio, visual and textuahdematation generated by this

research project. Th&4EDIA LOG’ also contains ‘other appendices’, here you will find
(among other things) the ‘through skoulding log’ and corresponding audio and vissjal file

these should be navigated using the hyperlinkedugh skoulding logwhenaccesig

this material other than as prompted by the ‘THESIS'.



PREFATORY NOTE

This thesis is primarily a digital document. A physical counterpart isgedwas part of

this submission, but the digital form is te kegarded as the thesis proper, of whieh t
physical articulation of this thesis, as printed pages, provides a partialtyzegeer The

main textof the thesis is identical in both versions. However, the digital version includes
accesdo thePhD log(included as a digitappendix) that archiveshe practical progress

of this research, providing an expanded, physical framing, by way of audio, visual, and
textual documentation, to supplement the theoretical development of my argument. The
PhD log can most effectively be navigated by way ofRhE timeline(excel spreadsheet
Alternative ways of accessing this materéad well as further informatioareprovided by

way of thePhD Practice LogndApple Audio Log (word docs).The PhD Practice Log

and Apple Audio logs aneformal notes to the practiceTheseareworking documents

that are included as alternative means of navigating the material presented in the PhD
Timeline, or within the thesis. As with the Media Log, they are not polished docyments
butare included as an instance of the dna#tking activity of this researcteferred to

within the thesis All three of thesényperlinked documents are included within BteD

Log and relate to various sections of Media Log Alternatively theMedia Logcan be
accesse manually, without the ‘framésf the Timeline/ Practice/ Apple Audio Logs.
ThePhD Log is not an appendix that demands exhaustive examination. It is included to
give a sense of the expanded life of this research beyond the written argnchpravade
specific information referred to within the thesiAs such it aticipates theractical
manifestation of this interrelatiarf the framing devicesf page, room, walled garden and
box, through which the reader / experient makes their way in the final orchard and studi
installations documented at the end of this the$isis final exhibitionof work took place

on Tremough Campus, University College Falmouth, Cornwall &btember, 2012).

The hyperlinkmanifests ameta’ articulation of thigelationship between thiaming’
terms that title the central thesis sections and the ecology of ideas that anterge
interweave between these respectively titled sectidhss is echoed in the relation
between the main body of the thesis and thinfwtes, as well athe more limited

appendices, included in prinlt is part of the project of this thesis to sigttad pathways
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and potential connections that excéleel immediatédrame(s)of this researchin order to
acknowledge theoncurrent fields, or framesf reseach to which this thesis relate3his

thesis defines its immediate fieland princil frame,in the first chapter ‘Nature Writing’
However, the thesis argument as a whole develops in relation to reBesrghundertaken

in lessobviouslyrelated fiel&, such as cognitive philosopmgurosciencanicrobiology,
systems theory, and translation. Footnotes are included to provide an expanded sense of
these fields (or frames of referentiedt exceed those discussed in ‘Nature Witin
Thesefields ghost the principal objectiwé this research as a ‘nature writing’ enterprise

The reciprocastructuringof both thesis and installatidras beemlesigned to encourage

the reader to enjoy thaultiplicity of pathways through these tex

It should be noted thanless otherwise specified all references to ‘this research’ refer to
the research undertaken by Camilla Nelson as part of the PhD, entitled ‘Reading and
Writing with a Tree: Practising Nature Writing as Enquiry’, of which thesis(unless
otherwise specified ‘this thesis’ refers to the thesis you are now ggadinstitutes the

final manifestabn (incorporating botimaterialanddigital (usb) components). Likewise,
unless otherwise specified, all references to ‘this tefet to the apple tree in the

Tremough Campus walled garden, specified in the final installations of Camilla Nelson’s
PhD submission, and documented in this thesis, in relation to which the final two years of
this PhD research has developed.

As is noted in thémelinethis research project was initiated at Dartington College of Arts,
Devon, in October 2009 and transferred to the Tremough Campus of University College
Falmouth as part of the formal merging of these instiisin June 2010.

All material included within this submission, other than Alex Metcalf's Tree Listening
recordingsNatalia Eernstaman’s films araohd Alyson Hallett's photographs, as already

acknowledged, is my own work.



INTRODUCTION

This research has deloped out of the following series of questions and preconceptions:

How might a tree figure ihas writing without being ‘marginalised’ by the cultural document

that is the page, by its ‘other’ bleached, rectangular form, as surface for human writing?

How might nature regain its status as mark, over and against its statusesgepgeabsence, in

the majority of human writing, as page?

Is the presence of the tree transformed so utterly into page that it ceasekiaspee,

altogether?

And, if this is the casewhat then does the page say about our relationship with nature in
writing? Doesalphabetionriting (Bate, 2000) articulatihe irrevocable death knell of nature,
or might writing be revised, along with its material and conceptual manitestaf page, to
reform its relationship with that which is natural, and / or, as in this partiostance, that

which is tree?

The key termsand conceptions, that underlie these questions are writing, nature, human,
tree and page. This thesis documents the theoretical and practical investigatise of the
framing terms in order to answer these questions, thrihgglestatement or

reconfiguration ofheseterms and their relatioms a result of this creative, practiead

theoretical research

This research emphasigbge materiality of the worth order to reinforcéhe material

impact thatiterary processes of composition have on their environmentarelyersa

the impact that (literary) environments have upon both process and product of material
composition. The materiality of writing is highlighted in order to develop an
understanding of writing as an emergent compositional practice that is not exclusive to
human beings, but, on the contrary, that emerges out of and reinforces our relations wit

the otherthanthuman organisms with which we relate and rely upon for our existence: our
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(human)writing is what it is as a result of our relation with that whicbtieerthan

human. The material relation betweeavriting and the environments, and environmental
attitudes, these processes inspire and sustain, should, | laequeat of any serious
invegigation into the environment thatligerature. This argument emerges as a
cumulativeproof, dispersed throughout the work, culminating in the final section, ‘Nature

Writing Reframed’.

I have undertaken this researnlthe belief that mind, as reconceived accordiniglank
Johnson’s theory (200%)is constituted by the habitual relations of brain, body and
environment, of which, as a writer, my reading and writing environcangtitutes a
significant part. By altering this environment, that of writing and rea@indinsisting on
the development of @ading and writing practice in relation to a treanticipatedland
finally effected)a shift in mind resulting from this readjustment of brain, body and
environmental organisation, and supported by the development of a correspondingly
adjusted bodpf cognitiveartefacts, expressiva this development (as demonstrated by
the finalinstallation3. This thesis records nmigsearchnto how reading and writing
environmental behaviours might be conceived as ‘naiteling’, in relation to Mark

Johnson’s expanded theory of mind (2007).

! Mark Johnson is an American philosopher working principally in waatbeen described as the pragmatist
tradition. Johnson has-@uthored a series of publications with the cognitive linguist Georgeff_ak
(1980;2002)n the role of metaphor in human experience, perception and cdaaeption. Both Lakoff
and Johnsonra engaged in the development of theories of embodied mind. Mark Johnsoensltine
Philip H. Knight Professor of Liberal Arts and Sciences at the Usityenf Oregon. Building on his
previous researcihe Meaning of the Body: Aesthetics of Hurdaderstanding2007), the principal of his
publications to which this thesis refers, attempts ‘to delve ewea deeply into aspects of embodied
meaning and cognition that have traditionally been ignored or wadieed in mainstream philosophy [...]
This attempt to go further into the ways our bodily engagement with ouroemént makes thought possible
has led [him] to pay special attention to what have traditionally been tadlsthetic” dimensions of
experience, meaning, and action’ (no date). tNfoportantly, in relation to this researdiark Johnson’s
2007 text develops an expanded theoryrond’, in which ‘mind’is a composite relation of body, brain and
environment, where altering any one of these elements alters the torwftnind’. Central to Johnson’s
theory is the multior crossmodal function of metaphor, whereby one form of functioning (sensasimot
performance, for example) affects the functioning of another area of ‘faiodceptual thought, for
instance), suggesting the ‘literal’ (and environmental) functionetbphor, where thinkinig doing and
doingis thinking (Maturana and Varela, 1992)ohnson’sargumenis used in this thest® support the
compodgtional method of this resear¢reading and writing with a tregs citical and creative enquiryyhere
the compositional environment is fundamentally constitutive of the compuditieethodology. According
to this method the life of the tree, and the organisms that share thisreneit, influence the form of
writing both conceptually and physically, as authorial agency andnaterial, within this writing. Altering
the environment of writing alters the cognitive structures that arise thisofriting: environmental writing
of this kind is thus a form of environmahmindformation, or environmental mingform. The

relationship of Johnson’s theory to the argument of my research entlergeghout this thesis.
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The first section, ‘Nature Writing’, establishes the use of this term within the thesis. It
observes its use in publications suchSisE andGreen Lettersand situates it amongst
related terms such as ecopoetics, (radical) landscape writing;garadetlandscape, and
environmental writing. The relation between its compositional terms is redefined, within
this thesis, with reference to the relasbip between ‘performance’ and ‘writing’ as they

are understood according to definitions of ‘performance writing’ (Hall, 2006).

The second section, ‘Framing’, establishes an understandihg Gfame’ as an

abstraction, or ghosting (Ingold, 20@x)its physical counterpart, alongside an

introduction to Mark Johnson’s account of ‘edge detection’, as part of his expanded theory
of mind (2007) and the relation of these concepts to the page, regarded in this research as
playing a particular role in mateftiand conceptual relations, within human and more-than
human environmental relations, in writingraming, within this thesis, is ngarded as a
matter of exclusive definition, bound strictly within the confines of the frame athemr

emerges betweens well as withinthese ‘frames’. The frame provides a sufficiently

stable structuring device to enable, without impeding, meaning’s evolution. Thansecti
argues that the edges of the page form a physical frame, making the page one of the most

fundamentalphysical and conceptuathming structures, in literature.

This section is followed bthreesectons (‘Human’, ‘Tree’, and ‘Page’) that develap
understanding of each of these terms, as designating a ‘mesh’ (Morton, 2009h2010)
contribute to the constitution and overlap between each of thiases’. Each ternacs

as a placéolder for an ecology of ideas that expands / exceeds the boundaries of these
terms and their respective sections: the frames overlap and interwieaske section
harnesses a review of current theoretical discussion of the term and harnesses this
discussion to the practical discoveries of this research. The interrelati@sefterms, as
indicative of both physical and conceptual frameworks, performs the groundwork for the
revision of ‘nature writing’ that takes place in the final chgpidaiture Writing

Reframed’.

This conclusion is arrived at by way of the penultimate section, ‘Metaphorpideta
Metamorphosis’ that takes its name frtm words ofa poem written in the early stages
of this research (January, 2010), that develops by way of the overlapping letter

arrangements within these words. This poem also plays avénkep between word and
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image, or other perceptual data, that is characteristic of the argument of thisThésis.
sectioncorrespondingly turns tremergent framesf human, tree and page, as constitutive

of the practical d@iculation of ‘nature writing’ considered here, over and edch other.

Drawing fromthe work of Maturana and Vare(#992), and Gregory Bateson (1972/1987),
who conceiveof cognition as acontinuitybetweenrthe various functionsf the human

body and brainas well adbetween the physical structure and behaviour of human and
otherthanhumanorganismsand with recourse to translation theory (Torop, 26G8rilli,

2003; Ruthrof, 2000; 20Q0Favareau2005; 2010), as understood by vedyMark

Johnson’s account of metaphas, a fundamental featuoé our perceptual and conceptual
processing of thevorld (2007: cf. 167)the practical aspect of this research is presented as

a means of developing this relationship between body, brain and envirdomyneay of

the evolution of a writing in relation to a tre€he claim made by this section is that the

page, as an element of distributed cognition (Johnson, 200ift, 1999 Rifkin, 2010,

enables and supports timeractiveenvironmentapractcesof realing and writing. The
environment of the page, and the treatment of the page, therefore, is understood to delimit,
to a large extent, the environmental scope of literacy. In order to develop a more obviously
embodied integration of human and otherhumanorganisms, in writing, this section
suggestshatwe should turn to the work of writers such as Alec Finlay, Cutts et al., Diana
Lynn Thompson, Tim Knowles and the workWfiters Forumto supporthe

comprehension angracticeof writing asa form ofmorethan human composition.

The final section of this thesis, ‘Nature Writing Reframed’, returns to anieadon of

the material and conceptual use of framing within this research. Nature Writing is
reconceived here as an amalgam of human and thandauman materiglphysical
articulations of page and word mulching, framing and reframing in the liquidoamnvent

of rainwater, tree leaf and apple mulch. As with the pages that emerge from this practice
of papermaking, any ‘solid’ framing is tempang a side line or off shoot, from the
continuing mulching of materials, perceptions and conceptions that constitute emntonm
This thesis constitutemnesuchtemporary framing It detailsa practice that has

contributed to the mulching of ideas, ®@ls and embodied experience in order to
present a ‘solid’ framebut aframethat is nonetheless, reliant upon the overlay and
interweaveof other frameshoth material and theoretical. This thesis constitutes a frame
that isshot through with the voices, words, perceptions, material presence and ideas of

others, both human amdhertharrhuman.



NATURE WRITING

This term permeates this research as a series of questions.

This research acknowledges an understanding of naguaesociated with ideas of

essenceé the unchanging kernel of, for example, your ‘self’: your ‘true nature’. This
research moves away fraifms perception of naturéwards aconsideratiorof ‘nature’ as

a permeable, and malleable, frame of reference or place holder that marks a past, present
and future of human association in language. This research questions the definitive
properties of nature, and in so doing, enquires into the nature of definition Tthedf.
research acknowledges the identificatof nature in opposition to that which is human or
manmade Nature, according to this vievg,that which isotherthanrhuman,or more
thanhuman (Bate, 2000)Humancommunicational systems, and #eial and

technological advances that attend teeedopment of human communicatj@rea
fundamental part of human cultural growth. But ‘cultural growttomesa redundant
phrase when we realise ttliae growth of the human, within and by way of her
environment, is precisely that of human cultureriti\g, asboth practice and artefact of
human communication, as a form of human mark-making and as a dimension of human
languagdhistorically regarded as a marker of human identity), is, in this daw,

exemplum of human culturstandng in opposition to ‘nature’.

In contrast to these viewsi$ research understands ‘naturebasg bothotherthan and
continuouswith thehuman. So that human cultural growth occurs, antbhidepossible,

by way of its relation with that which is othfranthuman. Man is both natural and man-
made: these terms are not exclusi@e. such, writing is nanoreanexclusivédy human
process or product than language. Writing is a construction of human meaning, and a
function of human linguistic communicatioss markmaking. The humaoapacity for
language ispprehendedsthe result of our evolution between and among a range of
otherthanrthuman environments and organisms. dugage is no more seffrounding

(Butler, 2005 than thehuman The term ‘writing is used here, as a fram@ term that is

% The first and ‘earliest sense’ of ‘nature’, given by Raymond Williaméeiywords is (i) the essential
quality and character of something’ (1976: 109).



discussed, in detail, in the next section, ‘Framitigfdugh whicho understand the mark-
making capacity of languagmd its relation to the more-than human. Language is a form

of communication. Communication is a form of language. What is being communicated,
by whom (between which organisms and within which environments) and how, is a subtext

of this enquiry into ‘nature writing’

Whilst observing the history of this term and its cultural relations, this workajes/ah
understanding of ‘nature writingls a series of questioimsline with those posed to
writing as performance, or ‘performance writing/here, ¢ borrow a phrase from John
Hall, ‘the grammatical status of the twrds in the term is undecidd@®006:89). This
account of ‘nature writing’ is worked through articulations of ‘performanceng’, as
developed by Hall and Allsopp, for example. According to Hall's entBeiriormance
Research: A LexicofR006), ‘performance mting’, in this context, refers predominantly
‘to a field of practice and enquiry in which both words are seen as in a negessaril
troublesome but productive relationship with each other’ (89).d&xelopmenbf the
term ‘nature writing’proceeds according to a similar understanding: both ‘nature’ and
‘writing’ are regarded as beirtgn a necessarily troublesome but productive relationship

with each other’. The following questions result:

Is nature writing? Where hae is the subject performing writing as a verb in the

continuous present tense.

Is nature writing? Where nature is a noun in a testing of equivalence with another noun

(writing) and how much do these nouns overlap / have in common?

How much is natre (n.) writing (n.) orwriting (n.) nature (n.), and how much is nature

(n.) writing (v.)?

To borrow from John Hall once again, what is it to write with questions regarding fvatur
play? And, vice versa, how are we to understand nature in the face of questionagegardi
writing? (90)



Theanswers to these questions, along with those outlined in the introdectierge
throughout the progress of the thesis, and are returned to in the conclusion of thimthesis,

‘Nature Writing Reframed'.

Writing

This conception of nature writimggardsnature’ and ‘writing’, and thie relation within

this phraseas terms in process:ature writing is emergent.The business of this research

is to reframe an understanding according to these quesi®isgdemonstrated in the final
section of thighesis:'N atureWriting Reframed My applicationof ‘writing’ , within the
phraseénature writing’, is similarin scope tats applicatiorwithin ‘performance writing’.

In this researchwriting is understood variously ‘as potentially inclusive of any composed
trace, without any expectation that this trace need be confined to ink on paper or to
alphabetidetter forms’ Hall, 2006:91); ‘writing as it performs itself as a graphic, sonic,

or physical presemc (Allsopp, 1999: 48 in relation to performance, as something that is
lived through that is practied orperformed and finally,with reference téngold’s brief
taxonomy of line (2007) as a possible combinatiotrasfe, thread, crease, cracl, or
ghostand its relatiaship with surface, understobdre agpage This conception of

writing is influenced by the work of Bob Cobbing and Lawrence Upton, among others, as
part of Writers Forum(1992; 2001).1t insiss upon the material interface ‘afture’ and
‘writing’ as aform of engagemerthat, as Steve McCaffery has phrased it, ‘contests the
status of language as a bearer of uncontaminated meaviic@agfery in Perloff,

1991:129). Writing does not communicate only (or even) that which it intends to
communicate. Writing is always in excess of itself. This understanding of writing, or
language, corresponds with my understanding of the huexgiotedin the

correspondingly titled stion): it is not so much that language is ‘hopelessly
compromised, contaminated with [...] alienness in the very héaylés 1999:288) but

that language is only made possible as a result of this ‘otherness’. As sucyg&rigu

more specifically wring, always has the potential to surprise us, to reveal something other
than what we expect. As has bedaserved othe human, writing is ‘wild inside(fWoods,
2011). This research understands the physical conditiontharebults of the making of
writing, to be as significant as its syntagmatic arrangement. Robert Sheppard understands



the enterprise diVriters Forumas arfirruption of thingness in language’; this, he writes,
‘is the irruption of material historical occasion, of making, validatesm performance of
the text, that will unsettle linguistic system, and declare its rooted but exxpsssence
(Sheppard in Cobbing, 1998l is the aim of this research to demonstrate the irruption of
thingness in languages achallengeo the sovereignty of human authorshipwriting, in
order to establish, and develop, the ottmarrhuman influencevithin human language

formation.

Nature

The framing ternof ‘nature’ is one that overlaps with other fiagterms such as
‘landscape’, ‘environment’, ‘ecology’. | have selected the term ‘nature’ as much for what

it evokes as for what it does not evoke by way of association.

Timothy Mortor? is one of the most vocal contemporary critics of theateature’. He
argues thatthe idea of nature is getting in the way of properly ecological forms of eultur
philosophy, politics and art’ (2005:1). This may be true buidéas that collect under the
banner of this term are not intrinsic to the word. This research proposes that i order t

alter understandings of this term we must alter the ideas that colletuire’s namel

% Timothy Morton’s background in the scholarship of Romanticism has developeilhasany Romantic
scholars, into a study of literature and ecology. Over the last couple oMedos's theorising has
developed in relation to Graham Harman’s emergent ‘Olgjeieinted Philosophy’ and Levi R. Bryant's
‘ObectOriented Ontology’. Although | am nervous about allying my own workése theories directly,
and although this thesis does not address Timothy Morton’s (or any of the above)artirenging
philosophy in depth, it is important to acknowledge the conceptual inBugrtbis work upon my own,
especially with regards to what Morton calls ‘the mesh’. Althoughtdois an important contemporary
influence on environmental thinking in relation to literature it is principallydbigeption of the mesh that
is important to the development of this thesis.

The mesh, according to Morton, ‘has no centre and no edge’ (20093:848.18). In ‘Thinking=cology:
The Mesh 1’ Morton imagines an interdependence theorem comprised of twsaxdxiom 1 determines
that ‘things are only what they are in relation to other things’ (20093:1198/8.18). Axiom 2 determines
that ‘things derive from other this§(2009a:1.58.02/8.18). These axioms broadly define his conception of
the mesh. Morton details how the mesh applies to life forms: ‘[Axiomfé]fbrms are made up of other life
forms (the theory of symbiosis) and [Axiom 2] life forms derive froneotlie forms (evolution)’ (2009a:
4.494.55/8.18). In the same lecture Morton details how this thinking apaigally to language as it does
to life forms. This is particularly helpful, especially in relation to the ‘Mbta, Metamor, Metamorphosis’
chapter of this thesis, in lending support to the relationship betweengnaitd marknaking for example.
However, Morton’s theories ghost the trajectory of my argumentadtterthan define it. This information
is therefore included as a footnot¢hex than within the main body of the research, marking its peripheral
relevance. In line with Morton’s own thinking, as regards ‘the melsis’' niote sits on the border between
thesis and notthesis, illustrating the truth of his own observations.
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argue that this can only be achieved by way of a truly inteegetactical and theoretical
enquiry. Morton favours the terms ‘ecology’ and ‘environment’ over that of ‘nature’
Ecology and environment are terms that reflect a more dispersed undeggs@iaiman
beingin-the-world than the troubled etymology of nature allows. ‘Ecology without nature’
could therefore mean ‘ecology without@ancept of the naturgl2005:24) My response
to this statement is echoedny reaction to John Wylie’s treatment of ‘landscajbel¢w,
p.13):the culturalbaggagenvested irthisterm, ‘nature’, is not resolvedyut merely set
aside in the decisiorto use aother term. In this case, Morton is concerned about the
opposition(to culture)thathesees as implicit within thierm‘nature’. He regards this
opposition as dangerobgcause it suggedtsat there is asther side, aoutside tahe
term‘nature’ (as embodied by human cultutiedt is impossiblgin contradistinction to
this belief,Morton asserts that

[...] there is nowhere outside a signifying system from which to pronounce upon it;
further(...] this is one of the illusions that the sigmify system enables and
sustains. Virtual reality and the ecological emergency point out the hard truth tha
we never had this position in the first place. (2005:26-27)
Ideas of ecologtend to be more decentred, more wabretworkbased than those of
nature. This is not to say that understandings of nature cannot become similagk.infus
In “Thinking Ecology’ Morton takes a more performative approach. Rather thacirgpla
one term with another he attempagthink through the concept ofature, aknowledging

its historically nuanced baggage, in an effort to move beyond it:

Nature dissolves when we look directly at it, into assemblages of behaviours,
congeries of organs without bodies [...] Beyond concept, Nature is, a Nature for
which there are no erds. But we are already using words to describe this wordless
Nature. (2010:215-216)

This research is influenced by the performative approabkoation’s text It is only in

working through ideas of nature that eue@able to thoroughly reform them.

Landscape

Landscapés a term used by some in an efforatmid the binary oppositions of nature v.

culture or man v. nature, containing within it as the term does, an acknowledgement of the

11



relationship between human and lamtharriet Tarlo glosses the etymology of this term in

her introduction tdrhe Ground Aslant

The word “landscape” is a compound, of the land itself and the “scape” which
acknowledges interventionist human engagement with land. In common parlance,
this may be literal landscaping by gardeners or designers or it may be the
representation of land in art. (2010:7)
This term derives from the German term ‘landschaft’, where ‘schaft’ is associated with
making and/or creating. This presents an interesting crossover betyaetogical

associations of nature and culture, as Raymond Williams has da@anen

The fw iscultura, L, from rw colere,L. Colerehad a range of meanings: inhabit,
cultivate, protect, honor with worship. Some of these meanings eventually
separated, though still with occasional overlapping, in the derived nouns [...]

Culturein all its early uses was a noun of process: the terafisgmething,

basically crops or animalgWilliams, 1985: 87)
Williams’ discussion of ‘cultureéstablisheghe relationkip between encouraging growth,
asin the tending of crops or animals, by providing the best possible conditions in which
they might thriveandits earlier usageso ‘protect’or ‘honor with worship’. This
emphasis on growth links it to the Latin root of ‘nature’: ‘Nature comes fromatwre oF
andnatura L, from a root in the = participle oihasci L — to be born [...] (109).The
overlap between the current usajeulture, as in “sugabeet culture’ or, in the
specialized physical application in bacteriology since the 1880’s, ‘geror€uli90), and
relatives of ‘naturesuch asnascertmeaningin the process of emerging, being born, or
starting to develdg Encarta U.K.,2012) establishes the continuity between these words at
an etymological level My decision to use the term nataa principaterm within this
research is born of the desire to develop the continuities between theseas@mdbeing
developed elselere in terms such as landscape.

Traditionally[...] landscapes have been defined by geographers as the product of
interactions between sets of natural conditions — weather, terrain, soil type,
resources, ete: and sets of cultural practicesagricultural practices, religious or
spiritual beliefs, shared values and behavioural norms, the organisation of society
vis-a-vis gender roles, property ownership and so on. Nature plus culture equals
landscape in this account. (Wylie, 2007:9)
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John Wylie has argued that the terms ‘nature’ and ‘ailtand their relation, precedeat
of ‘landscape’ (which, chronologically, they do). Wylie suggests that by ptraléy
reversing this chronology we can alter our understanding of this relationship:

[...] we should think of landscaping first. That is we should think about practices,
habits, actions and events, ongoing processes of relating aethting, that come
before any separation of ‘nature’ and ‘culture’. Instead of landscapetheing
outcome of interactions of nature and culture, practices of landscapiregyday
things like walking, looking, gardening, driving, buildingwre n actuality the

cause and origin of what is ‘nature’ andwhat is ‘culture’. (11)

Rather than arguing for the precedence of one set of terms over another this research
acknowledges that nature, culture and landscape are mutually informing frames of
reference. The residual opposition of nature / culture cannot be rebgleetthieoretical
sidestep, or eeversal of precedent atefminological revision.This research
acknowledges thatlarge amount of work is being done under the banner of ‘lapdsca
and chooses to work through the concept of nature (with all of its complicated historica
residues), draimg upon the variety of thinking being developed witdifierent

frameworks, in order to expand and extend understandings of nature.

Landscapeés a term much used within the arena of praebased andor creative
research. This is very probably a result of its association with phenomenoldgy, in t
work, most especially, of Martin Heidegd@ndMaurice MerleatPonty’. These

phenomenologicapproaches, Wylie has more recently noted,

are commonly predicated upon, and bent on explicating, a view of human beings as
engaged actors rather than distanced observers; they define human being as
embodied ‘beingn-the-world’, as “caught in the fabric of the world”, to use

Maurice MerleatPonty’s (1963:156) felicitous phrage] a crucial element of

such beingn-the world is that it is understood bothpiecedeand ultimately to
groundany sharp distinction, that is, between ‘internal’ self ancelet’

landscapg...] to be is to be always already in and of the world, to be

* Martin Heidegger’s thinking underpins a great deal of contemporary enviroaagat ecological thought.
Although his writings, as referenced in the bibliography of this shésive influenced the general shape of
my thinking about humanity and its relatibis with the world, it is Mark Johnson’s more contemporary
work, allying phenomenology (with its roots in the work of Heidegger aaddduPonty) with the findings
of modern neuroscience, that | find more compelling. This relatijpr$darly emphasisdbe importance of
practice as a means of discovery and, although arts practice differs frotifisgeactice, | have found the
acknowledgement, common to both enterprises, that the world hasatteaeh us than we are able dream
of in philosophy, crual to the development of my work.

®> Maurice MerleatPonty’s philosophy echoes throughout this thesis, secondhand, in the thihkotmeon
and Wylie, among others.
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phenomenologically nested in a world of ongoing concerns [Wylié in Brace
andJohnsPutrg 2010:45)
The fruits of human creativity, poesis, or making, are thus oftend=yed to be
expressive of this ‘always already’ immersion in the world, testament to the inescapable
co-incidence and mutual influence, or confluence, of man and world, as, for example, Kent

C. Ryden writes, in his consideration of Robert Frost’'s poenmtfey Wall':

[...] the speaker of “Mending Wall” is not just talking about a wall, not just musing

on his relationship with his neighbour and with humankind in general, but is also
revealing his relationship with the local and regional culture and the enviromment
which the culture is embedded. The poem’s titular wall is richly symbolic,\eepl
metaphorical, but at the same time it has literal presence as an actual stone fence of
the sort was built all over New England, fences that communicated intertwined
social and environmental meanings. (2001:304)

This readingbears the influence of Martin Heidegger's theory of "equipment’ or ‘tSoks’,

line of thinkingmostrecentlydeveloped byhe contemporary proponent @fbject

® As with the broken wall, according to Heidegger, the functionaligopfipment reveakhe particular
character of human interaction with the world only when the tool apesant becomes broken, when its
functionality is in some way impaired. It is at this point that our absdnbersion, our beinin-the-world
(‘Dasein [...] is nothing bt [...] concerned absorption in the worl{Dreyfus, 1991:6§ is revealed to us by
way of its interruption:

To the everydayness of Behigrthe-world there belong certain modes of concern. These permit the
entities with which we concern ourselves to be encountered in such aaw#yetfvorldly character

of what is withinthe-world comes to the fore. When wenzern ourselves with something, the
entities which are most closely realyhand may be met as something unusable, not properly
adapted for the use we have decided upon. The tool turns out to be damagyedyaterial

unsuitable. In each of these easquipments here, readyo-hand [...] When its unusability is

thus discovered, equipment becomes conspicuous.

[...]

When equipment cannot be used, this implies that the constitutive assigrrien“in-orderto” to

a “towardsthis” has been disturbe The assignments themselves are not observed; they are rather
‘there’ when we concernfully submit ourselves to theioH stellen unter sje But when an
assignment has been disturbedhen something is unusable for some purpeotten the
assignmenbecomes explicit(Heidegger in Moran[2002:296297)).

And so it is that man’s being, or Dasein, according to Heidegger, isatbased by this perpetual motion
between absorbed-abmeness and being-dk-ease, or neathome in the world. Hubertiefyus’
commentary oseinbeiand its relation to beinm-the-world details this tension in his observation that:
‘[...] one cannot translate selrei as beingathome, as would be most natural, since Heidegger holds that
Dasein isunheimlich that is, ever truly at home in the worl@1991:45) This statement is shortly followed
by the reverse claim: ‘What Heidegger is getting at is a mode of-beimg might call “inhabiting.” When
we inhabit something, it is no longer an object for us but becomes part af peraades our relation to the
other objects in the world. Both Heidegger and Michael Polanyi call tiysofvbeingin “dwelling.”

Polanyi points out that we dwell in our language; we feel at home in it andtreet#igects and other people
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OrientedPhilosophy Graham Haman (2002). These various conceptions of human-
world relations as characterised by the treatment of materials and / or equipigigrie
understoodhs a form of whaltlumberto Maturana and Francisco Varela have termed
organism-environment coupling (199%herehumanenvironment relations are evidenced
in the use and development of tools. Read in thiskesy C. Rydets development of
Robert Frost’'sanalogy between the making of a stone wall and the making of g paam
be understood as an acknowledgementrdfng as an instance of organissnvironment

coupling:

As a cultural creation, an artifact is a material text just as a poem is a verbal text,
and therein lies its ecocritical significance: as something created from natural
materials that placgseople in a certain physical and imaginative relationship with
the natural world, the artifact offers a window into human understandings of nature
just as literature doeg2001:297)

As Wylie acknowledgeshowever the relation between visual art anddacape is a more
developed tradition than the relation between writing and landsaglpereas landscape

art is a familiar and rich visual tradition, there is in contrast no gepenadlerstood or

accepted literary genre named ‘landscape writi(2010:48).

Contemporary English dictionaries commonly define landscape in something like
the following terms:that portion of land or scenery which the eye can view at
once. Most then go on to note that the term landscape may refer to a picture or
image of the landl...] a landscape is ‘scenery'something viewed by an eye [...].
(2007:6-7)

through it. Heidegger says the same for the world. Dwelling is Dadeiric way of beingn-the-world’
(1991:45). Thus, according to Dreyfus’ interpretation of Heideggan is at once dtome, in his dwelling,
and not ahome, or iltat-ease (unheingh) in the world. This seesawing of awareness is specifically
characteristic of the human condition, according to Heidegger.

"Harman’s interpretation of Heidegger’s tdming is seHavowedly unfaithful, in the best interests of this
theory:

My reading of Heidegger is definitely implausible if interpreted as a reafittgidegger In other
words, there is no chance at all that Heidegger would read the book and/say: Finally, a

reader who understands me!” As | mentioned in the book itsetiebiger would surely be

appalled by my interpretation. [...] But the goal of this book is not to interpiidebiger, but to
interpretHeidegger’s tocknalysig|...which] is in my view the the greatest thought experiement of
20" century philosophy. [...] Stated differently, the tool analysis belong$ huadan kind, not to

its discoverer Heidegger. And it needs to be restated kHe@meggerean terms if it is to have its
full impact. That is what | have tried to do.’ (July 7, 2010)

As with my referencet Morton | acknowledge Harman’s work as exceeding that of my ownetnd y
existing in relation to my own.
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Wylie seems to support such a development, noting that landscape phenomenology, or ‘the
insight that we are caught in this fabric [of world] seems to be most aptly arifptbyv
articulatedvia literary or poetic (or artistjaregisters’ (2010:52). The establishment of
such a tradition has been contributetbygpoets anceditors such as Harriet Tarldl{e

Ground Aslant: An Anthology of Radical Landsc&oetry, 2011) andAlec Finlay @Avant-
Garde English Landscape/Some Versions of Lands@@0®). These collections
demonstrata developing association between contemporary literary experiment and
traditions of landscape. The same cannot be said for traditions of ndthieresearch

aims to put writingsuch as that gathered together by Tarlo and Finlay, to work within the
context of ‘nature writing’in order to creativelgonfront the tensions that inhathis

phrase. The decision to choose ‘nature’ over ‘landscagpa’frame within which to

discuss related writing is also a reaction agangmphasis on the visual in considerations
of landscape This tendency has informed my decision to avoid thie &erd its

surrounding debatesNature’ provides a more pegmeally neutral termfor this work,

than fandscape

This researclisespoeticcompositionas annvestigative tool, tesewrite a phrase from
Kathleen Fraser (2000:178)Thinking through creative practice is understood within this
research as an eqlyahuthoritative but currently still under-explored, way of

understanding and questioning the complexitiesunfeveryday lives. This research, as a
practicebased enquiry, acknowledges the large amount of theoretical enquiry thaéhas be
undertaken into the meaning of nature, culture, landscape, environment, ecology and the
relation of these terms to writing, and by no means aims or claims to have absorbed the
entirety of this research. What it does claim to do is to contribute to the tradition of
thinking through the relation and overlap of these terms, through a combination of creative
practice and critical reflection on this practioerelation to existing scholarshighis
approach affirms a belief in doing and making as a vital form of knowledge expressl

accretion.

8 Fraser’s phrase is ‘the movement of language as an investit@li/€2000:176).

16



Ecopoetics

The idea of writing as doing ardr making is related, in this research, to two key
concepts, that of poesis and that of performance. Its relationship to the tattemerges
by way ofits affiliation with ‘performance writing’ and the history of this term in relation
to Dartington College of Arts, now incorporated into University College Falmdh, t
funding body angbrincipalacademic environment of this research. Performancey
mind, is related to an understanding of process. Writing is therefore appliedgtiarréd
this word, within this researchs a particular form of process; a languagking process
This articulation overlaps witkthe sense of the Greek term ‘poésibhis term has been
coupled with the prefix ‘eco’ by various academics and writers. Most notably pdmpaps
Jonathan Skinner, founder of the jouraebpoetic§2001). In the UK this term is also
inflected by Jonathan Bate’s understanding of the t&ompoetics asks in what respects a
poem may be a making (Grep&esi$ of the dwellingplace—the prefix eceis derived
from Greekoikos ‘the home or place of dwelliig2002:75). This appears to be not so
different from Skinner’'s understanding betterm:

‘Ecd here signals-no more, no less—the house we share with several million
other species, our planet EartRogeticsis used as poesis or making, not
necessarily to emphasize the critical over the creative act (nor vice versa). Thus:
ecopoeticsa house making. (2001:7)

Harriet Tarlo is critical of these descriptions, findingrth‘uncomfortably domestic’

(2008: np), something to be aware egpecially from a feminist perspectjwéthin a

realm that Tarlo understands (as defined by Bate) as a ‘a rather exclusive club of neo
romantic, male poets (with one or two modernists among them, but no contemporary
innovative poets’ (200&p). Skinner’s use of the term, although ‘homely’, contrastingly
emphasises, and deliberately so, a move towards more innovative poetic treatments of
nature, acknowledging, thatdntemporary avargarde poetry’s finickiness about “nature”
is regretful[sic]’ (2001:6).

A sense of mutual resistance accompanies any sense of welcome, as Harriet Tarlo he
observed, in theningling of ececritical and expemental poetry spheres (2007 Sue-
Ellen Campbell has given voice to this sense of tension in her challetige tawrence
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Buell approach toenvironmental literatur€2005) ‘It is increasingly clear to me that
environmental literature in generpl.] works partly by shutting out social and cultural
complexities— an omission that’'s probably one source of the desire they embody and
evoke (1998: 24). As further evidence of this tensionafdo writesthat

[...] asearch of the wider critical, academic sphere reveals a paucity of critical

connections between the ecological or-eatical world and literary criticism

relating to postmodern or LIP [linguistically innovative poetry] poetry. Evigent

there is an amialence abroad in theitical if not poetic community. (2007

paragraph 3)
This is strange given the ostensible commitment by ecocritics to think through the
historically troubled relation between man and nature, or human culture and human nature
etc. Whereas experimental poetry has been much influenced by ‘poststructuradisis a
relatives’, Tarlo notes that eawiticism has been marked by an equal and opposite
resistance to these theoretical trends: ‘Thus it is that very fewrgims engage wit
innovative or experimental writing2007: paragraph 4). And yet, as Tarlo points ‘tlox,
subtleties of experimental poetics provide an ideal linguistic arena in which to engage in
this shifting and sifting of assessing and reassessingetationship withhe places and

spaces we inhabi{2007: paragraph 13):

[...] the avangarde’s established resistance to western binaries, such as mind and
body, subject and object, culture and nature [is] both significant and provocative, as
well as being in keepg with current philosophical directions in environnaént

thought, if not ecaeriticism itself. There is a suspicion of hierarchies, systems and
epistemologies to be found in this work. If experimental practice is deeplgezhga
with some of the key debates which concern environmentalists, it is of course
engaged through a practice which goes beyond debate into a form of linguistic
action which dares to imagine more recklessly than m@§07: paragraph 17)

Jonathan Skinner made a similar observationis first issue of ecopoetic#s our
perception of the natural world continues to be refined (or forgotten), it seerssithat
temporary poetry’s complexities might actually be useful for extendingleneloping

that perception(2001:5) Skinner’s journal provides a forum for just the adventurgets,

nuanced, poetic eeexplorationthat Tarlo prescribes:

[...] a site open to the contradictions such work often willingly engages and
embodiesgcopoeticsvould ideally function as an edge (as in edge of the meadow,
or shore, rather than leading edge) where different disciplines can meet and
complicate each other(2001:6)
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Skinner’s encouragement of the mingling of disciplines echoes the interdiacypli
emphasis of performance writing, the sense of which is carried forward in ragpned of

‘nature writing’.

Despite the apparent affinity of Skinner’s formatioriemiopoeticswith the trajectory of

my own research, | have not chosen ‘ecopoetics’femr@ngterm This hasmore to do

with this term’spolemical inflections than its, welcome, innovative emphasis. In the final
pages offhe Song of the EartBate challenges his readeaisk yourself whether you can
accept that a poem is not only a making of the self and a making of the world, but also a
response to the watland a respecting of the earf®000:282). This sense of responsible
dwelling through by way of/ with / in language is inherent in the term, ecopoetics,
according to Bate. Ifgetry of this kind is in fact a responsible inhabitation of the world
through language then the rhetoric of washlting follows swiftly on itdeels Skinner’s
journal appears tbavebeenfounded with a similarly ambitious polisén mind.

Although Skinneris less cleaon poetry’s role at ‘[a] time we might, without exaggerating,
think of as WW Il —a relentless war on the plaretwvhose absurdity can be encapsulated
by the image of homo ‘sapiens’ sawing away at the limb on which it is perched’
(2001:105), his conviction that an engaged and responsible treatment of the world around
us is continuous with an engaged and responsible treatment of language, is é\héset
language experiments are something that ‘no engaged poetry, no poetry aliat i® wh

most at stake in the present moment, can afford to ignore’ (106).

Ecopoetics ishowever, very mucht@rmwhose meaning is in motion. In the second
iIssue ofecopoeticsSkinner observes as much himseaffahging around at this site makes
one more sure of not finding such a thing as an ‘ecopoem’ or meeting an ‘ecopoet’
(2002:5). Six years laterTarlo observedhat Skinnewas‘still actively engaged in
considering and re-defining the term six years after founding the jour0@81(2p). Tarlo

is alsoa significant contributor to the semantic evolution of this term. Her contributions to
How 2(2008) andlacket(2007)in editorial, critical and poetic capacities are evidence of
this. In her special edition éfow 2 devoted to a discussion of femnst ecopoeticsshe
acknowledges that, ‘| see the critical and creative explanation, expositiélmand
resistancef the term' ecopoeticsas a significant part of the work achieved by this special
issue’ (2008: np). Christopher Arigo’s contribution to this igseséfies tathisimpulse

Arigo offersa ‘kind of theoretical framework’ fagcopoeticsin ‘some attempt at a
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definition of what exactly ecopoetics-+sbecause | feel that people like Jonathan Skinner,
whose work and thinking | admire a great deal, just simply have not done what | think is

the necessary framih@008: np).

In her introduction t&A Ground Aslan{2011)Tarlo distances herself from this term,
however stating clearly that ‘this is not a book of polemical-po@try or even of
ecopoetics’ (2011:11), revertirmxplicitly to the term ‘radical landscape poetry’ (a term
sheusesn her article forJacket 32), from what appearso bea desire to distance herself
from the polemic associated wiglcopoetry She is not explicit about the relation between
ecopoetics and polemic but her grouping of these terms together ithglilggroximate
relation. | distance myself from this term for similar reasons. r&sisarch is keen to
avoid a relation to the polemic of worsdving to which this term, explicitly in Bate’s

view, and implicitly in Skinner’s, relatesChis not to clainthat nature writing, or nature
poetry, is untarnished liis polemic John Felstiar, for example, uses the term ‘nature
poems’ to describe the work contained within his volume entika Poetry Save the
Earth?(2009). His final answer approaches that of Bate: ‘For sure, person by person, our
earthly challenge hangs on the sensesqitt that poems can awaken’ (2009:357).
Despite this, nature writing remainsrere neutral term than ecopoeti&kinner uses the
term ‘nature poetry’ as a subgenre within the field of ecopoetics, butitiemehip
between these terms and ‘natunétiwg’, with its association with natural history, is

unclear.

This research sha&kinner's emphasis dtive materiality of languagesupporting
Skinner’s observation that wovkhich highlights these dimensions of languagehether

via image or sound or both—as in concrete and sound poetiy-step in the right

directiori (2001:106). As with its relation to théurgeoning tradition of landscape writing
andits association witfinguistic innovation so my use of the term ‘nature writing’ sees
itself as working within the same fields much of thevriting publishedn Skinner’'s

journal. As previously stated, in relation to the term landsc¢hseresearcimopes to put
poetics of the kind developed under the banner of ‘ecopoetics’ to work under the banner of
‘nature writing’ in an effort to expand understandings of ‘nature’ and its relation t
‘writing’ by way of the type of practical, creative questioning that is gathered together in
these respective publications (Finlay, 2005a; Tarlo, 2011; Skinner, 2001-ongbimg))s

an impetus that Skinner might well support, as he acknowledged, in the second issue of his
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journal,that ‘Nature poetry has been in the wilderness long enough’ (200Zhis.
researcithooses taise the term writing ratihéhan poetry in order to establish a continuity

between the terms, and to emphade writingis always a question gioetics.

Environmental Literatur& Nature Writing

The term ‘nature writing’ is commonly understamddenote a variant of writingpat
engages with that which is natural, or ottterhuman. This term is more commonly
used to designate ndiction writing, as Scott Slovi¢editor ofISLE) notes in his

definition of the term:

For scholars and teachers, the teature writinghas come to mediterary non

fiction that offers scientific scrutiny of the world (as in the older tradition of literary
natural history), explores the private experience of the individual observer of the
world, or reflects upon the political and philosophicaplications of the

relationships among human beings and the larger planet. (2004: 888)

This definition aligns ‘nature writing’ with the tradition of ‘natural history’, a tradition of
which Skinner bemoans the gradual decay:

the natural history tradition which helped sharpen this awareness, a discipline of
close, scrupulous observation of nature, is disappearing. The ongoing
deinstutionalization of natural history and evaporation of funding for basic natural
history researchbfologists refer to it as the ‘taxonomic impedimgmtieans that

up to 95% of the species now suspected to inhabit the world, species still unknown
to us, may remain consigned to human oblivion.

Perhaps we will begin to revalue the “nature walk,” and t@xae the humble,
empirical tasks of “natural history,” in ways that were lost to the technological
hubris of the last century; but with radically different senses of ‘nature’ and of
‘history,” from those with which the Victaan era charged this discipéin (2001:
6)
Slovic’s description of ‘nature writing’ as an exploration thie' private experience of the
individual observer of the world’ (2004:888), howewaincides with Skinner’s criticism
that‘transparent narratives of seliscovery, osolipsistic, selHexpressive displays, seem
ill -suited to the current crisi€001:6). In contradistinction to this tradition Skinner
suggests thagtt alive to the differentiating nature of its own materials may be better

equipped(6). Clearly Slovi¢s and Skinner’s understandings of the relationship between
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these two traditions are not entirely mutual. Skinner’s call for a renews pilursuit of
natural history coincides with his suggestion that a revision and expansion of the ‘natur

writing’ tradition is also overdue:

There is a rich tration of nature writingin American literature (of which Thoreau

is by no means the first exemplar) that has unfortunately become, for a variety of
reasons, only more formally conservative as we have progressed into the ogsis. O
might increasingly compare this literature to a formal monocrop that belies the
biological diversity it intends and, more damagingly, that tends to overlook or
remove human language from the very materiality, and relationships, it would
emphasize.(2001:105my emphasj)s

LawrenceBuell's consideratiorof nature writing, or rathehat of the(slightly) expanded

but significantly overlapping termehvironmental literatufemay provide fuel to

Skinner’s fire. Buell, howeveagffirms Slovic’s entry as a succinct definition of ‘nature
writing’, including it within his glossary of terms ifheFuture of Environmental

Criticism: EnvironmentaCrisis and Literary Imaginatioi2005:144). This conception of
nature writing overlaps with Buell’'s account of environmental literatureremwiental
writing and environmental literature are, according to Buell, [tjerms sometimes used as
virtual synonyms for nature writing, but always with the intent of suggesting a more
encompassing range of eeénce, if not also a wider range of genres’ (2005:142).
However, contrary to Buell’'s suggestion, nature writing is not only confined to the genr
nondiction. Slovic observes, in the same entry, that there is an emerging criticism of the

narrow applcation of nature writing by critics who fear

that by emphasizing the genre ofaaled nonfiction (essays, journals, letters and
treatises), there has been a tendency to marginalize people (including entire ethnic,
national, and socioeconomic groups) who have communicated their observations
and visions through other media, ranging from written poetry and fiction to oral
narratives and song and dramatic presentations. (2004: 888)

Slovic references Patrick D. Murphy’s 2000 bobB&rther Afield in the Stly of Nature-
Oriented Literatureas an example of the attempt to expand this narrowness of definition

but goes on to note that

it is increasingly popular for people who once focussed exclusively on nonfiction to
spend their time now reading and studying works that fall into the broader category
of ‘environmental literature- this term encompasses nonfiction nature writing,
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ecofiction, nature poetry, eco-drama, and various modes of oral storytelling and
rhetorical exhortation. (2004:888)

This observation coincides with Buell’s definition of environmental writing and
environmental literature (2005: 144hlowever despite Buell's suggestion that
environmental literature is a wider category than that of nature writintp fia@tes that,

‘[i] n his seminatext, The Environmental ImaginatipBuell’s search for the true, pure
‘environmental text’ leads him to valorise environmental fictien above all elsgyetl

find it interesting that he cannot help himself from referring to a far wider variety of fiction
and poetry to back up his amgents, almost despite himsg2007: note 2)

‘Environmental literature’ and ‘nature writing’ clearly have a troubléati@ship at least

as far as Slovic and Buell's observations are concerned. This researcogeedreason

to abandon the use of nature writing for a term that seems to suffer from a similar crisis of
definition. This research builds on the suggestions of David Landis Barnhill, writing in
response to Murphy’s upgrading of Thomas Lyon’s taxonomy of nature writing (1989)
that there is no need for a new term, only new applications and understandings ahthis ter
(2010). As | have argued in relation to the emergent tradition of (geadé / radical)
landscape writing (Finlay; Tarlo; Wylie) theers no need to revise the term in order to

revise the practice. In fact, this research holds that relegating the term ‘nature writing’
does both term and (the relation of) its constituent parts a disservice by cortfiesing t
term's use with the term itdelabandoning it as outmoded and redundant, rather than
revitalising it through redefinition and reuse.

‘Nature writing’ is a termmorefrequently foundwithin the covers ofSLE, the quarterly

journal of ASLE -The Association for the Study of Literaguand the Environment, a US
institution founded in 1992han itis within the covers oécopoetics The ‘nature writing’

found withinISLE or Green Lettergthe UK equivalent ofSLE), tends to be exemplary of

more traditional understandings and compaosal strategies, than awy the
environmentallyengaged literary forswdiscussed so far. Howevtrelast few years have

seen a shift of emphasis, a sea change to which I hope this research will add impetus. In a
strategic statement, published in 2009, ASLE defines its purpose:

to promote the exchange of ideas and information about literature and other cultural
representations that consider human relationships with the natural Wodchame
of the organization is meant to bsinclusiveas possible, encompassing any text
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that illuminates the ways humans perceive and interact with the nonhuman
environment.

ASLE encourages and seeks to facilitawéh traditional and innovativecholarly
approaches to environmental literature, ecocritical approaches to all cultural
representations of nature, and interdisciplinary environmental researcialjmggcl
discussions among literary scholars and environmental historians, economists,
journalists, philosophers, psychologists, art historians, scientists, and samolars i
other relevant disciplines.

In addition to encouraging new writing about nature and environment, we foster
contact between scholars and environmentally-engaged artists jmgchuadters,
photographers, painters, musicians, and filmmakers. We also promote the
incorporation of environmental concerns and awareness into pedagogical theory
and practice.(2009,my emphas)s
In the ‘Organizational Strengths’ section of ASLE’s éémic Plan’, ASLE statdbat it is
‘the primary professional organization in the field of literature and environiméimé
United States.” Despite this its membership is not pervasive. It counts @ ta200
individual members representing 49 of the United States and 32 other countries.’ Its
influence, as the largest international organised body of its kind, is, howevamlgert
significant. Two years previously Tarlo acknowledged that both ‘ASLE US and& ABL
[...] are opemminded organisatiorare [sic] have offered conference and journal space to
some of this [more innovative poetic and scholarly] work’ (2007). The AGLE UK
conference saw panels on concrete poetry and the most recent ASLE UK conference
convened at Queen Mary’s University, London in September 2011, was both welcoming
and encouraging of innovative approaches to literary considerations of environment, as
their forthcoming publishing of conference proceedings should evidSotack et al).
Christopher Arigo’s work appears in the Autumn 2010 editiol$bE (17.4), and Lucy
Burnett (ceeditor ofEmergent Environmentghe forthcoming publication of A&-UK’s
2011 conference proceedings and current (joint) postgraduate secretary KL
reviews Harriet Tarlo'he Ground Aslannh Green Lettergvol. 15, Autumn 2011)
noting, as she does, that this text is ‘a small but significant step towards redressing the
balance which has accorded such work far less attention than it deserves’ (201THi66)
said, innovative poetistrategiesemphass on the materiality of writing, or understandings
of writing as process or performaneee by no means the norm within these organisations.
ASLE’s poetic sympathiearg however, expanding, from timeore traditionatowards
moreinnovative, andnterdisciplinary (mulimodal / intermedia) understandingfs
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writing (writing as understood within formulations of performance writorgeikample)

are progressively being welcomed. This research supports such impetus.

The aim ofthis researchs to muddy the distinctions that relatelaeparate these terms so
thatecopoetics need notdmme thesole indicator of environmentalgrgagednnovative
poetics with an emphasis upon the matenat, ‘nature writing’ be regarded #se primay
domain of more conventional approaches to environmental writing (Lyon, 1989; Murphy,
2000; Barnhill, 2010).This researclehallenges conventional understandings of both
‘nature’ and ‘writing’, manifesting, whatppearsto my mind, to be a much needed

enquiry into accounts of what ‘nature writing’ is and does (and the relationship of its
constituent terms)This researcleonstitutes a critical, creative, and predominantly
practical investigation that draws upon the emergent traditions of radicatdgedsoetry,
avantgarde landscape and ecopoetics to investigate understandings of ‘natutiag’;\w

and thephrasal relation of these termsnature writing
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FRAMING

My use of ‘framing’ in this research is not framing ‘as in a “limiting” Adaric Sumner
once wrote, as ‘a result with no leap to expand’, but rather, as ‘a force thattkinought
forces form’(1999:83), forging new connections and associations about, as well as by way
of, this old form,or frame: ‘It is in precise relation to structure that the excitements of
disruption propose expansion’ (1999:84)any of the writers referenced in this thesis
develop their theories with the helptbfs conceptual tool: Christopher Arigo (as |
mentioned in ‘Nature Writing’) attempts to make up for Jonathan Skinner’s lack of
‘framing’ by developing a ‘theoretical framework’ of his own for ‘ecope&t{2007); lan
Davidson refers to ‘a framework of ideas’ in his discussion of the relation bethee

page and the poem (2007:80); and Kathleen Fraser describes poetry’s capacity tormove he
‘beyond the familiar frame of a day’s mechanical response’ (2000:9). For thess the
frame is just one of mamgonceptuatievices with which they develop their angent it

has no specific significance to thevork as a whole. That is not the case in this research.
Here, the frame provides a metaphorical device that links the page with carosgidn.
Making paper by hand involves the use of a frame. Thimsdrdefines the shape and size
of the page. The argument underlying this thesis is that the page still provides the
dominant material, and therefore conceptual, framework within which theoredhip
between human and othi#ranhumanis manifested invriting. To use the page as
material with which to write is to use the page as materialdocept formation: concept
formation is materiallgletermined. This research argues that by adjusting the physical
framework of the page, by altering the role tia page plays in the relation between
human and otha@hanhumanin writing, it is possible to alter the abstract configuration of
the relation between human and ottltErhumanin writing; i.e. page reform (is frame

reform) is mind reform.
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Dirk Baecket, in his discussion of systems, presents a figure by way of illustration of the
relationship between the inside and the outside of a system. He calls tlegdeguFigure
1) ‘The Form of Distinction’ (2001: 69):

distinction
ot

marked unmarked
state state

N i

form

Fig.1 The Faom of Distinction

Baecker does not explicitly or implicitly develop a comparison between the padesand t
figure. For the purposes of this research, however, this figurde read abe corner of

a page: the edge of the marked state echoes the corner of a page; the unmarked state
designates that which falls outside of the physical remit of the page i.e. everything else.
According to Baecker’s account, creating and maintaining a system relies upon drawing
distinctions; in order to establish the definition of the system and its relation to its
environment a distinction must be made (between inside and olibgideground and
foreground etc.) i.e. a frame of reference. There is always, Baecker notes, an element of

arbitrariness to the drawing of this distinction: ‘The drawing of a distindti.] is an

° Dirk Baecker’s work on systems theory became familiar tahmaigh his theoretical development of the
work of his one time teacher, Niklas Luhmann. Niklas Luhmann’s waskintroduced to me through the
phenomenology of Wolfgang Iser. Phenomenology, as | have already repar#texystems theory are
commonly dravn upon to support environmental arguments. Marilyn M. Cooper, for deamites, in her
foreword toEcocomposition: Theroetical & Pedagogical Approachieat there has been a great shift in
theoretical perception across disciplines. This shift has bigggered by, or is symptomatic of, what Cooper
refers to as, ‘[t]he great shock of twentieth century science [...] that sys&mot be understood by
analysis’ (2001: xi). This is a shift from a mechanistic view where

the world is a collection of gécts. These, of course, interact with one another, and hence there are
relations among them. But the relations are secondary. (2001: xi)

to a systems view, where

we realise that the objects themselves are networks of relationships, emiodddgelnetworks.
For the systems thinker the relationships are primary. (2001:xi)

It is this commonality of emphasis upon relationship that links phendomnand systems theory.
Although this thesis does not examine systems theory in any detail enafyResecker’s diagram
acknowledges the currency and influence of this approach upon environtheriialg more generally.
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operation of cultivation: we have to presuppose the unavailable without which nothing
would happen’ (2001:69). Once made, this distinction must be established and maintained
(through use and repetition) in order to legitimate and sustain its boundaries /atefiniti

And so it is with the page. The page has not been developed as much for its signifying
capacityas it has for its convenience of use. And yet the pageisgyif a global scale,

establishing and re-establishing itself through use and repetition.

The framein this research, is not considered only in relation to the page however. The
frame, asn framework, isalsoused in relation to concepts more generatpchkey word

in this research (nature, writing, human, tree, page) is considered as aiaame t
demarcates amcology of ideas. Each of these legies links to other ecologies; eadsh
their own trigger poinin language. The ecology stimulateddachterm is personally
inflected, dependent upon the specific cultural encounter of every individuaheith t
application and implications of this term. The overlap between these esakg@mally
sufficient to ensure a common, general understanding that enables commonmtati
varying degrees, but detailed enquiry into any one of these ecologies en¢ailsraloss

of bearings. Jane Humpbhries, reporting from the 108th Generaingeé the American
Society for Microbiology in Boston (June, 2009), observes that microbialgss a

prime example of this terminological crisis: ‘Among bacteria, the entire concept of species
breaks down; it’s difficult for scientists to eveategoize what they are seein@010: 3).
MicrobiologistMargaret McFaHNgai'® demonstrates how this disruption of perceptual
scale leads to a rescalingaainceptual definition Her microscopiobservation of the
human lead#/cFall-Ngai to redefine the humaim a way that reflects this shift in scale:
‘Human beings are not really individuals; they’re communities of organisnushitries,
2010 1). The macreconcept (human) is thus understood as place-holder, marker or
umbrella term, for a collection of mici@ncepts (organisms). These micancepts
coincide with the micraconcepts of other macro-concepts (plants or animals, in this case).
This is the type of understanding that is characteristic of theories regéndin

‘posthuman, as | will detail in tle following section. However, this conceptual structure is

19 Margaret McFalNgai, Professor of Medical Microbiology and Immunology at the University of
WisconsinMadison, specialises in the study of symbiosis. Symbiosis is dhe pfactical instances that
Timothy Morton gives to demonstrate how the first axmfrhis imagined interdependence theory (‘things
are only what they are in relation to other things’ (2009a:1.58/8.18)) applies to the interdependence of
life forms: ‘Life forms are made up of other life forms (the themfrgymbiosis)’ (2009a:4.48.52/8.18). In
this same account Morton details the mesh of language in similar tergnapcation of her
microbiological observations to abstract reasoning is thus very muicte iwith Morton’s thinking.
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not limited to the concept of humanity. This framing structure percolates the entirety of
this research so that understandings of nature, writing, tree, and page, argppsit,as
ecologicalrhizomatic or enmesheds the (pst) human. Detailed study of thart leads

to a breakdown (defamiliarisation and revision) of the conceptual whole. The sculptor,

David Nash observes as much in a reflection on his work with trees:

Initially | thought | was working with wood and then | realised gradually that | was
working with much more than that, and | was actually tapping into the elements of
earth, air, fire, and water, and that wood is really a weave of thidash,(201D

This concept of thétame has been similarly affected by the progress of my practical

research.

On the 2% August 2010 | used garden wire to form frames around some of the apples on
this tree. | made one frans@cular(Figure 2)to echo the shape of the apple. | made
another frame morbke asquareg(Figure 3), taechothe shape of a picture frame or page.

Another, larger, square frame was constructed around a cluster of apples to gifecthe

of atableau(Figure 4).

Fig. 2 circular frame Fig. 3 square frame Fig. 4 tableau

These frames manifested, or reified, a certain way of seeing, on my part. This exercise wa
part of my effort to think through the apple (tree)’s relation to the page, and, modé/proa

to writing. According tahis conception the frame proposed a metaphorical transform of

the page, and the apgléree part was identified with the mamkaking of writing the tree

was the text and the frandeonted the field of the page. What was very different about

this creatve hypothesi®f pagetext relations was the fact that the ‘page’ or frand its

contents werenanifestly multiddimensional. The frame did not spatially ‘contain’ the

apple/ tree part in the way that a page might ordinarily be understood to conihngwt
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was a physical gesture that suggested a certain way of thihgergeiving. This act of
framing was not exclusive. When viewed from siee(Fig. 5), for examplethe wire

(frame) appearto split the apple / tree part, rather than presenting a ‘whole’ (as a part split
off from the tre¢ But then this act of ‘framing’ was always, | think, a comment en th
partiality of framing just as much as it was an experiment to generate reactions between
this physical hypothesis and the life of the apple-tree, that might pHysioatinue /

challenge this thinking through practicAs the days passed the apples / tree parts altered
and, in doing so, affected the frames. The apple® out of their framef~ig.6), the

frames were bent by e¢hwind or weight of apple / leaf / branch moving / growing / falling.

A month later the apple hdadllen (Fig. 7)from the circular frame.

Fig. 5 side frame  Fig. 6 growing out Fig. 7 circlefallen Fig. 8 squarefallen

Now this frame, variously, framed patches of sky, leaves, branches, parts of tree, other
trees, depending on the viewer’s perspective. Three months later the apésoHaliien
from thesquare frame@Fig. 8) As the apples fell, the branches snapped back up into the
sky, unburdened by their apple weight, repositioning the frames, largely out)adr@syp.
This interaction between the tree and these wire frames exemplifies the relationship
between the perceptual impact of practical research on conceptual develophigent.
account of my experience with the wirames is symptomatic of the findings of this
research more generally. This research set out to investigate theaoacepts of nature
and writing through the related (magrooncepts of tree, human and page, by way of a
theoretical and practical agsal of reading and writing with a tree. This detailed
interaction with a tree and its environment, and the arefesence between this tree
environment and other environments of writing that arose from the transport ofatsateri
and the movement of my body between these environments, resulted in a breakdown in my
perception (and resulting conception) of these entities as discrete unities. This practical

enquiry gave rise to a reconfiguration of each of these concepts as a ‘weaeasobi
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micro-coneepts (micreconcepts become maeconcepts as a result of a shift in scale)
rather than as discrete, sghounding conceptual entities. These findings coincide with
articulations of the dense weave of perceptual and conceptual interconnection, that
Timothy Morton has called ‘the mesh’ (2009; 201This research is an investigation into
the weave, breakdown and reweaving of the enmeshed frameworks of human, tree and
page and their relationshwath nature and writing. Each of these terms is understead a
frame of some sort. The most obviously fralike-of all of these terms is the page. The
fragmentation, dissolution and reformation of the page, in paper-making, model the
conceptual breakdown and revision of the idea ecologies that constitutbeh&ent terms

(and their relationyvithin this research.

It is important to note, however, that this is not just another restatement of thesendles
referral (and therefore deferral) of meaning. This research understanuagresa
embodied. An important factor of an embodied conception of meaning is the cognitive
significance of emotion, or feeling (a more conscious emotional variant)M&iér

Johnson ‘emotions are processes of organism-environment interactions’:

by the time we feel an emotion, a rigsinconscious assessment has occurred of
the situation we find ourselves in [...] We have perceived and understood our
situation in a certain light, although with little or no conscious reflegtignrhe
situation specifies what will be significantis and what objects, events, and
persons mean to us at a pre-reflective level. (2007:65)
Feeling and emotion are fundamentally bound up with the ecology of ideas that make up
every macreconcept. Referral between concepts constitutes a referral (atoludty)
between théelt, embodied experiences of the situations which inform these concepts. The
body is always constitutive of the concept, to whiuh emotional constitueof ideas
testifies. The role of emotion in cognitipart of Mak Johnson’s broader conception of
embodied mind. Mark Johnson’s theory of embodied mind supports the relation between
perceptual interaction and concept formation. It is by way of Johnson’s theoty that
develop my argument for the significance of the page meeot formation. According to

Johnson,

Our brains and bodies have specific neural networks whose function is edge
detection [...] These various functional neural assemblies determine what stands
out, for us, from a situation or scene [...] So, sayimag We select objects is just
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shorthand for the focal emergence of objects within a horizon of possible
experience. (2007:76)
Johnson’s account of ‘edge detection’ in human perception links to the activity of frame
construction: the drive to constructrimas is a physical manifestation of the way in which
we experience the world, bit by bit, rather than all in one go. The focal emergence o
objects need not be conceived of in purely visual terms however, rather, it provides a
visual metaphor of a more gaal perceptual function. We perceive frames and construct
frames as a physical expression of our perceptual interaction with the tiestwadrid.
Frame construction is an act of distributed cognition; it reflects how we tperikceive the
world and reifies this to reinforce and support our perception. This thesis follows from
Mark Johnsois claims developed fronthe research of Adrian Clarthat ‘we tend to
offload much of our cognition onto the environments we create [...] we make cognitive
artifacts to help us engage in complex actions (Clark 1998); [...] we distribute cognition
among nembers of a social organisatig@007:150). Human ‘culture’ is exactly that, the
growth of the human in relation to the rest of the world; we reinforce our perception b
physically manifesting it within / by way of our environment and we come todur
understand this environment and our relation to / with it (and the corresponding structuring
of our perception) by means of this perceptual manifestation. ‘Thus’, Johnson writes,
‘mind emerges’ (2007:151): the world challenges and informs the development of human

perception and human perception challenges and informs the development of the world.

A revised account of metaphor is central to Mark Johnson’s tliédmyind’, as it is to the
development between the practical and theoretical aspects of this resedrbh.Ektent

of the Literal(2003) Marina RakoVd provides a survey of twentieth century conceptions

of what metaphor is and does according to the theories of I.A. Richards, Max Black,
Monroe Beardsley, Nelson Goodman, Eva Kittay, Josef Stern, Donald Davidson, and
finally George Lakoff and Mark Johnson. All, apart from Lakoff and Johnson, espouse
more o less what Rakova terms ‘the standard assumption’: this ‘assumption is tlaat, for
large number of words [...] only one meaning has to be considered as literal or basic, and

all other meanings have to be trehtes its metaphorical extensig@003:3). What

' Marina Rakova is one of the principal artiof George Lakoff and Mark Johnson’s conception of
metaphor. She claims their theories are ‘philosophically inconsistedt’contradicted by empirical
evidence’ (2002: 215). Lakoff and Johnson defend their work on the grouhtiettzaguments are
‘systematic misreadings’ (2002:260). It is not the business of thiseketeanount an extended defence of
Johnson'’s theory, but it is important to acknowledge that their theerigshaeak points and its opponents,
as evidenced by Rakova.
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Rakova does not say, but is implied by her explanation, is that this ‘standard assumption’
of the role of metaphor and its relation to the literal is constituted by a theory of semantic
origin, or at the very least a centralised theory of meaning wheaaing, as metaphor,
spreads out from its literal centre of understanding:

the central idea running through the various accounts of metaphor outlined above is
that to be used literally is to be used properly; we have a metaphor when words are
not used as they should. When a word is used properly, it is used within its proper
domain or semantic field; [...] words are said to be used properly when they are
used with their primary or basic meanings, their literal meanings. (2003:12)
This word, ‘proper’, and its associations with property and propriety, the presareéti
boundaries and ideas of containment, is at odds with the emergent and distributed account
of meaningas developewithin this thesis and the theories of Mark Johnson. In contrast
to this ‘standard assumption’ Johnson’s theory of metaphor establishes a ‘continuity [...]
between our mostly nonconscious experience of embodied meaning asdoungly
disembodied acts of thinking and reasoning’ (2007:31). His argument relies upon the
fundamental ‘intermodal’ or ‘crossmodal’ function of perception, i.e. the capacity of
human beings ‘to correlate structures experienced in one perceptual dorhaimos in a
different perceptual modality and in various motor programs’ (42). Metaphordatg to
Johnson’s account, reveals the ‘flexible, recurring cross-modal patternsaigning
interactions that shape the very contours of our experience’ (43). According torohns
conceptual metaphors develop as a result of ‘the neural connections between the
sensorimotor areas of the brain and other areas that are involved in thinking’ (167).
Johnson draws upon the findings of cognitive neuroscience to support the suggestion that
we use our sensorimotor neural circuitry for abstract reasoning byfwagtaphorical
mapping. Johnson provides several examples of such conceptual metaphors:
understanding is grasping or understanding is seeing, affection is wemmdintant is big
etc.(179). Each of these concepts piggybacks, to use McCrémesount of the same
phenomenon, ‘on a processing hierarchy designed first and foremost for the boisiness
perception’ (1999:158)These conceptual metaphors develop from a perceptual schema,

or what Johnson refers to as imapitemas, of, for example, the actnvif grasping and

12John McCrone has written variously about technology, human evolutiomeamdscience. He is the
author ofHow the Brain Work§2002),Going Inside(1999),The Myth of Irrationality(1993) andrhe Ape
that Spokd1990) as well as various scholarly articles. His interests in ecolagghaaries of mind,
demonstrated, for example, by his attention to the work of Humbeatortha, evidence his work’s overlap
with that of this thesis.
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its associated connectionsénsations, ‘that can be recruited for abstract conceptualization
and reasoning’ in order to account for how abstract concemgerfrom embodied
experiencewe think, according to Johnson, not justh butthroughour bodies.

Perceptual schemas ‘constitute a preverbal and mostly unconscious, emergent level of
meaning’ that are characterised as ‘recurrent, stable patterns of sensorimotor experience
[...]that [...] preserve the topological structure of the perceptual whole [...]qatedi on
interaction with a wider environment’ (2007:148). Johnson refers to the neuroscientific
hypothesis of Vittorio Gallese and George Lakdf2005) in order to illustrate the

convergence of perceptual schemas with what Gallese and Lakoff call ‘concrete concepts’:

Understanding requires simulation. The understanding of concrete concepts —
physical action, physical objects, and so on — requires semsmpy-simulation.
But sensory-motor simulation, as contemporary neuroscience has shown, is carried
out by the sensorgrotor system of the brain. It follows that the sensaptor is
required for understanding at least concrete concepts. (164)

The perceptual schema of ‘grasp’ is understood by both Johnson, and Gallese and Lakoff,

to be a concrete concept of this sort:

To have the concepraspis just to have this schema with its specific parameters,
with their specific values. The grasp schema is activated when we actually grasp a
cup, and it is activated (with some inhibitory circuits) when we hear or read the
word graspor even when we just think about grasping something. Moreover, the
inferential structure of a concrete concept is precisely specified by the internal
structure of the appropriate schema (with the particulaestarally determined
values for its parameters). (164)
Johnson illustrates this with reference to a figure (taken from Rohrer, 2001 dinest s
‘fMRI activation courses in response to literal and metaphoric activation sentences. Areas
active and overlgpng from a hand somatosensory task are outlined in WRiG®7: 169).
This figure pictures the parallel processing that occurs within the braim semsorimotor
activity is carried out and when abstract thought is performed: abstract thsaeghthe
same areas as sensorimotor performance, but the level of activity is severely reduced.
These pictures illustrate how sensorimotor activity is irreducible to abstract thought and
vice versa: thought ghosts sensorimotor activity. Johnson draws upon deisoevof the

neural exploitation of sensorimotor experience in the formation of abstract craept

13 George Lakoff and Vittorio Gallese are contemporary cognitive sdiectsnmittel to the rejection of
body/mind dualism. George Lakoff has been thagthor of much of Mark Johnson’s research, of which
Metaphors We Live B§1980) is probably the most well known.
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‘grasping’ for exampleto account for the inter/cross-modal functioning of metaphor.
Johnsorstateshat conceptual metaphor is thpgimary meandor abstract conception and

reasoning’ 177).

The title of Johnson’s booKhe Meaning of the Bodq2007), might seem to suggéisé
corporeal primacy of meaninthis suggestion jhowever, at odds with his more expanded
accountof ‘mind’. Johnson emphasises the importance of environmémniman concept
formation, just as much as that of body and / or brain, in an expanded theory of mind,

where brain, body and environment correspond ipdrtite collaboration:

The brain inotthe mind. The brain is one key part of the entire pattern of
embodied organism-environment interaction that is the proper locus of mind and
meaning[...] the proper locus of mind is a complex, multi-level, continually
interactive process that involvel af the following: a brain, operating in and for a
living purposive body, in continual engagement with complex environments that
are not just physical but social and cultural as yvell Without a brain there is no
meaning. Without a living, acting bpd no meaning. And without organism-
environmental coupling — no meaning. (175)
The development of Johnson’s theory in an environmental direction is everywhere implied
but nowhere explicitlgleclared Johnson quotd3.N. Lee**: ‘Like all animals, we exisby
virtue of coupling our bodies to the environment through action [...] Action in the
environment ighe root of the ecological se{fL993:34). It is not just that we express our
cognition through the manufacture of artefacts and social networks,exetytaffect our
environment, but that our creation of artefacts and social organisation aresexes$
our environment’s affect on us. The body undoubtedly plays a key role in the development
of language and conceptual thought, as Johnson detailsylnthis thesisfocuseson the
relationship between embodied perception and distributed cognition made manifest in
certain (literary) artefacts and the social organisation to which these (literary) artefacts
contribute i.e. the point where the body genates mind in its interaction with
environment, and environment affects the body, affecting mind, in tool and artefact
creation. The artefact to which this research gives special attention, is that specific literary

manifestation of the frame, the page.

“David N. Lee is Professor Emeritus and Honorary Professorial Fell®reeption, Action and
Development at Edinburgh University. His work, as is suggestedibe@cerned with discovering the
‘general fundamental principles underpinning sensory and intringieigee of purposeful movements in
humans and animalgho date) As such, his work is scientifically engaged in the investigation tiensa
that have historically been the principal concern of philosophers abptenology: human being in / with /
for the world.
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Jeremy Rifkin’sEmpathic Civilisation(2010)argues that cultural shifts in material
operations lead to shifts in consciousness. Rifldtaims that the first industrial

revoluion led to a revolution in print that in turn affected an ideological shift in
consciousness; the second industrial revolution led to a revolution in technology, this
affected a psychological shift in consciousness. We are currently undergoing a
dramaturgical l8ift in consciousness. He understands the relationship between material
culture and human consciousness as characteristic of human empathy. Certan object
therefore, not only shape thought, both Jeremy RifkinNigdl Thrift*® suggest, but

certain objed, Thrift develops, ‘also very often make thought possible’ by dintakng
‘thought do-able’ (2007:60)l argue that the page is exactly such an objkegtaintain

that the page is both facilitator of literary behaviour and reification of liteargeptions
with regards to environment. The page is a significant repository of our undergtahdin
the relationship between the written word and its / our environnidrg.page, as an
expression of thevritten words relationwith its environmentieifies an understanding of
the relationship between human and environment. This argument is informed and

supported byanextended enterprise of reading and writing with a tree.

In the sections that follow | will explore tbeterms ‘human’, ‘tree’ and ‘page’ as both
physically and theoretically emergent and distribdtathes of referenceThe

interweaving of thestrameswithin this research is documentedtlie penultimate section,
‘Metaphor, Metamor, Metamorphosis’. This interrelation of tree, human and page, in the
reading and writing practice of this researcbntributes to the ‘reframing’ of nature

writing that concludes this thesidlature Writing Reframed’

*Where phenomenology uses phrases such asbéimg to explore man’s mutually affecting relationship
with the world and the technology it uses and develops, Rifkin usegtimétapathy’, providing an
alternative view of what Maturana and Varela or, more recently, D.N.Lee, r@gavtanisrrenvironment
coupling’ (Maturana and Varela, 1992).

'8 Nigel Thrift's work on ‘nonrepresentational theory’(2007) overlaps with, and draws upon, thaard M
Johnson and the fields of cognitive philospind neuroscientific experiment. His background in human
geography alternatively contextualises his research, however, makingrkis wseful expansion and / or
alternative to that of Johnson.
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HUMAN

There is no “I", no single, unified executive system that co-ordinates all of the
necessary bodily changes. Instead, there are numerous systems simuitaneous
“‘communicating” with one another in a vast dance of ongoing co-ordination and
readjustment (Jomson, 2007:59)
Although Johnson does not use the term posthuman at any point éhtiook,The
Meaning of the Bod{2007), his understanding of the human as emergent and distributed
allies his theory with those of posthumanists such as N. Katheayes (1999). This
understanding of posthuman is not of the variety that believes that ‘the age of the human is
drawing to a close’ to make way for their replacements, normally envisioned as ‘intelligent
machines’ (Moravec; Dyt but rather that the age of one specific understanding of the

human is drawing to a closedyles 1999:283):

the posthuman does not really mean the end of humanity. It signals instead the end
of a certain conception of the human, a conception that may have been applied, at
best, to that fraction of humanity who had the wealth, power and leisure to
conceptualise theselves as autonomous beings exercising their will through
individual agency and choice. (286)

This understanding of ‘the subject as an autonomous self independent of the environment’
(290) is, ag-rancis Fukuyam notes, ‘invalid in the posthuman exad, therefore, needs
revision’ (2002:20).The conception that takes its place is akin to that as expressed above

by Johnson, exceptag inHayles’account) there is normally more of an emphasis on

humanity’s relationship with machines.

In this account, mergence replaces teleology; reflexive epistemology replaces
objectivism; distributed cognition replaces autonomous will; embodiment replaces
a body seen as a support system for the mind; and a dynamic partnership between
humans and intelligent machinegplaces the liberal humanist subject’s manifest
destiny to dominate and control nature. Of course, this is not necessarily what the
posthumarwill mean— only what it can meanH@yles 1999:288)

" Hans Moravec and Michael Dyer are both influential premts of posthuamnism. Their theories are
principally concerned with the posthuman future of human and machigeaitit®, and the development of
articicial intelligence, as their respective publications detail (Morave®;1B9er, 1994).

'8 Despitebeing fearful of what posthumanism might mean in terms of expandifwithen capacity to alter
our ‘nature’, and the political ramifications of this, Francis Fukuyalmes at least agree on this point, that
our conception of what it means to be human s¢ede readdressed and revised, if not expanded.
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My understanding of the human as distributed, or as RBepperell® terms it, ‘fuzzy

edged’ (2003:20), places more emphasis on environimegmaneral- whether plant,

machine or otherwise — rather than emphasising the human coupling with machind life a
accompanying issues regarding artificial intelligencéjages’ account does for example.

| am more interested in what a distributed understanding of the human means in terms of

human cognition in general.

The chaotic, unpredictable nature of complex dynamics implies that subjectivity is
emergent rather thagiven, distributed rather than located solely in consciousness,
emerging from and integrated into a chaotic world rather than occupyingtiamosi
of mastery and control removéom it. (Hayles 1999:136)

As Gregory Batesof! hasobserved, in order for such emergent and distributed cognition

to take place ‘there must be a relevance between the contextual structure of the message

and some of the structuring of the recipient’ (1987:1%2). asJohn Dewe§" phrased it:

‘The primary postulate of a naturalistheory of logic is continuity of the lower (less

complex) and the higher (more complex) activist forms’ (1938/1991:304&8a)McHardg?

used this line of argumentation to observe the watery continuity between human blood and

the saline solution of thesa:

The body fluids of simple marine organisms are all but identical with seawater. The
blood of man is similar to the seas of earlier times. Loren Eiseley has said that the
dimension of man’s emancipation from the sea is the length of that cell which
seprates him from its source of blood, the ancient brine. All creatures are
essentially agueous solutions confined in membranes. (1992:47)

9 Robert Pepperell is an artist and a Professor of Fine Art at CardifoSahart and Design. He draws
upon his practical experience, as a painter and a draftsman, to daggdpdsophy of consciongss and
perception.

“|n A Legacy forLiving Systems: Gregory Batesas a Prectsor to Biosemiotic§2008) Jesper Hoffmeyer
details how Gregory Bateson'’s theories prefigure the developmeiutseitiotics, Bateson’s work
developed systems theory in aokgical direction. His treatment of mind has influenced the work of
Humberto Maturana and Francisco Varela, whose work has, in turn, besmfial upon that of Mark
Johnson, and although Gregory Bateson is not referenced in Johnson’s 200§ teork of Bateson’s
daughter, Mary Catherine, is.

L Mark Johnson’s philosophy is heavily influenced by that of John Dewertegican pragmatist
philosopher. Johnson’s work aims to develop Dewey'’s findings, revivingiths of pragmatism, a tradition
largdy overlooked by its philosophical contemporaries, in order to advasaddiins that ‘aesthetics must
become the basis of any profound understanding of meaning and thought’ (Johnsodi). 2007:
Understandably, both Dewey and Johnson’s developments afyDgavticularly support a practitxased
approach to arts research.

*2The ecological perspective of lan McHarg’s 1969 bandsign with Naturghas been highly influential on
the development of subsequent attitudes to human use, and develagrad, Although principally a
landscape architect McHarg's impact, as a result of this book, extends fadbeyammediate field.
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McHarg provides one instance of the continuities between human andr@héuman
entities. Biologist Lynn Margulis* provides another. Margulis argues for the continuity
of relation between human and non-human organisms according to the symbiotic exchange

between organisms at a microbial level:

We Homo sapiens sapieasd our primate relations are not special, jasent: we
are newcomers on the evolutionary stage. Human similarities to othfarfiie are
far more striking than the differences.] humans have indeed evolved, but not just
from apes or even from mammals. We evolved from a long line of progenitors,
ultimately from the first bacterip..] My claim is that, like all other apes, humans
are not the work of God but of thousands of millions of years of interaction among
highly responsive microbes. (1998:4-5)
This continuity between the physical make-up of the human organism and its vegetable,
mineral and animal environment leads Margulis to argue for the continuity etineee

thinking processes of humans and other animals:

| argue for the continuity of human thinking with these less sophisticated, less
complex engagements of animals with their world. (2008:112)

[...] we human beingare animals. Our rationality is not something apart from our
animal bodies, but instead emerges from, and is shaped by, our embodied
engagement with our environment. (2008:220-221)
But this does not just acknowledge a continuity between the development of human and
animal physical and cognitive functioning, it acknowledges the shared evotytiostory
of human and plant fornracknowledgingelation at the level ajenetic identity.
According to this view, structural similarity seems to entail cognitive similanyability
to empathise with life forms other than our own depends upatetiree to which we
share their formal qualities: ‘in all communication there must be a relevance between the
contextual structure of the message and someeddttucturing of the recipiér(Bateson,
1987:154). The veins of humans share a structural similarity to those of plants. This
physical commonality isnade manifesh language by thase of thesame wordor both
structuresvein. Thus the physical formal structuring of both plant and human organism is

disclosedn language by way of metaphor. Metaphor, it must be made clear, is not

2 Lynn Margulis (1938011) was a pioneer of endosymbiotic theory. Her microbiological work on
symbiosis is drawn upon by Nig€hrift, among others. As with the work of microbiologist Margare
McFall-Ngai, her work on symbiosis makes her relevant to the establislofiiglatrton’s second axiom of
his hypothetical theoryof interdependence. Her work on the gradudbtraasion, @ metamorphosis, via
symbiosis, from one form into another provides a logical comparigbrtive argument developed in this
thesis regarding the formation of writing and its relationship witstre
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understood within this thesis as a purely verbal construct. This verbal consttagphone

is a linguistic instance of a phenomenon that exceeds verbal articulation assa pfoce
communicatiorbetween form®n tre basis of structural similarity, as observed by Bateson
(above, and in the previous section). The verbal manifestation of metaphor evidences, in
human language, a phenomenon that exceeds the domain of verbal langiradearitsy

of cognitive structurig made possiblby the paralleling ophysical structure.

Continuities in the physical structupetweernorganisms enable continuitiesthre

cognitive structure between organisms. | do not use this @vgnitive’, as a euphemism

for conscious thought, howevéayt as a ternto denote a great range stfuctural

functioning within (and betweemyganisns. My use derives from Humberto Maturana

and Francisco Varekuse of this ternas a description of doing and making across a range
of conscious and non-conscious physical organism functioning. As Maturana andVarela
observe, ‘all cognitive experience involves the knower in a personal way, rooted in his
biological structure(1987:18):

[...] every act of knowing brings forth a world |. All doing is knowing and all
knowing is doing [..] Bringing forth a world is the burning issue of knowledge
[...] this bringing forth of a world manifests itselfafl our actions and all our
being [..] there is no discontinuity between what is social and what is human and
their biological roots. The phenomenon of knowing is all of one piece [...].
(1987:26-27)
Thus we might say that the capacity for humans toenfiaks, in writing is continuous
with thehuman capacity, at a less complexel of structural functioning, to produtiees
in the form of veins and hairs. Thasgument establishescontinuity between human line
formation in writing withthe apple trées leaf veinformation This isby no neansto
suggest that all forms of line formation are identibalwever Line formation is infinitely
various, as Tim Ingold observes in his brief history of lines (20R73.rather to use the
phenomenon of the line (in its infinite variety) as a phenomenon through which a

continuity (at various degrees of proximity or remoteness, depending on the degree of

24 Where microbiologists, such as Margulis and McRaghi, have investigated the formal developments
between organisms by way of symbiosis, the cognitive scientistsoanedearchers, Humberto Maturana and
Francisco Varela, have suggested that shifts in the operational systeamsasfs, and other animalsyd®p

in relation to the environments with which they interact. Although rattéxsymbiotic this form of what
Maturana and Varela call ‘structural coupling’ evidences the interaction anghnfluence between
organisms and their environments. Tla#im that knowledge is a form of action that is influenced by and
influences environment is an important point for the development of my angtima¢ environments actively
affect and / or produce writing, just as environments affect and producertiaa form. Writing is therefore
just as much an oth¢han human, as it is a human, phenomenon.
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identity betweerphysical structure) between the mateaiatl cogitive structuring of

human and other organisms, can be observed.

Ingold’s preliminary taxonomy arranges the physiced into three major classes: threads,
traceg41) and ‘cutscracks and creasgg4). The fourth category of line, and arguably
fundamentalto all of these cigories, is the ‘ghostly lin€line in a sense that is more

visionary or metaphysical4{):

Thus the line of Euclidean geometry, in therdgof JearFrancois Billeter,has

neither body nor colour nor texture, nor any otiaegible quality: its nature is

abstract, conceptual, ratiohéBilleter 1990:47). Infinitely thin, drawn upon a

plane that is both transparent and without substance, it is — as James Gibson puts it

in his study of the ecology of visual perception — a kind of ‘ghost’ of the lines [...]

that we actually perceive in the world we inhabit (Gibson 1979:34-5]. [...

Looking up into the night sky, we imagine the stars to be invisibly connected by

ghostly lines into constellatioris.] Only by doing so can we tellesies about

them (Berger 1982: 284). (2007:47-49)
It is this type of line, | argue, that draws upon and contributes to every orgotf’ #nlines
listed in his taxonomyFurthermore it might be stated that the ghostly lineasreceptual
registry ofthe line as experienced at a perceptual level, i.e. the cognitive continuity
between an organism’s physical structuring and that of the structurimg efivironment
contributes to these ‘ghostly’ conceptual understandings and applications ddine.
Jahnson writes: Topologically speaking, our bodies are in our min@ur ‘minds’are
processes that arise through our ongoing coupling with our environment’ (20071f130).
our bodies are what they are as a result of their ongoing coupling with enviradhment
therefore follows that our environment, as registered within the body by way of this
coupling, is also constitutive of our mind. An understanding of the human as a distributed,
emergent entity thus supports an understanding of writing as similarly disttibod
emergentsupported by an understandingloé commonality ofine formation, as a
characteristic of writing Thestructural continuity of particular interest to this research is
the continuity of line formation ihumansand trees, specifically as they converge in

writing.

The genetievolution of line formation is linked to the phenotypical evolution of line
formation ‘Like all animals, we exist by virtue of coupling our bodies to the environment

through action [...] Action in the environment is the root of the ecological self\lVe.]
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are what we dq(Lee, 1993: 34). How we behave (cultughénotype) affects what we

are, or what we become (ontologgeneticsmost notably through the incorporation of
alterity within the self of the organism, for example, through food consumption or sexual
reproduction.The phenotypic argument is supported by the likelayles who suggests
that

human functionality expandgecause the parameters of the cognitive system it
inhabits expands. In this model, it is not a question of leaving the body behind but
rather of extending embodied awareness in highly specific, local, and material ways
that would be impossible withoatectronic prosthesis. (1999:291)
But electronic prosthesis not the only, nor perhaps the easiest or most obvious, way of
expanding human functionality. Johnson presents a simpler, more general afgument
the expansion of human migal and cognitivéunctioning: ‘Change your brain, your body
or your environment in nontrivial ways, and you will change how you experience your
world, what things are meaningfto you, and even who you ar¢2007:2) The way we
write affectsthe way we understand and experience the wevieky change in this writing
will have a corresponding affect on our perception of the world, the greater the ahange
writing the greater the shift in cognitio€hanging how (where and by what methods) and
what (the semantic concerof linguistic ‘content’ and material composition) we write,
effectschange in our writing environments as it does in the human self as both reader and
writer. Altering our writing habits alters our writing practices; alterations in our writing
practicesalterthe textual environments we produce, which in tdfecathe environments
of readers and writers that inhabit (and incorporate) these textual environwigntshas

aneffect on the writing produced and so on.

If, as writers we are serious about generating environmental change tbowle be

doing so in the environments of our texts and of our textual composition. For the literary
text, as for the system of the human self, or tree, the method and technique of composition
constitutes its object just as this object constitutes its composition and techrigquantl

/ or itis, my environment. | am what was and what will be my environment. Thus, to
return to a discussion of the quotation from Johnson with which | opened this section, the
‘I' that I call myself is not onlyota ‘single, unified executive systenh’am constituted

by ‘numerous systems simultaneousigrnmunicatingwith one another in a vast dance of

ongoing co-ordination and readjosgnt’ within my body, between body and brain, for
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example but also between my body (including my brain) and my environment. My
periphery is a haze of organism-environment interaction. | am a ‘eaggd’ entity, a
distributed and emergent system in relatiorhwither distributed and emergeystems,
and toreturn toDirk Baecker and to merge his claims with those of Judith Butler, no

system is selfjrounding:

one can never start anything at all from scratch, neither one’s own life nor a

relationship to whatever phenomenon. Systems, regarded aglfemident sets

of possibilities, are already there; they emerge, they enable and th&epiconbat

is to happen [...]. (2001:68)
Systems are environments that are inhabited andonstrained by other environments.
Systems are environments that exist between and among other environmentgdhat eff
each other, that vie for priority, that emerge, decay, are absorbed in part orety émtir
others or that absorb and are changed by the absorption of these others. JudffhBsitler
observed that no individual is ‘self-grounding’ (2005: 19). | would extend this observation
to argue that no system, whether physical or metaphysical,4greatiding. Human
language is not seffrounding. Not only in the Wittgensteinian sense that no human
possesses a private language, but beyond this to the blurred edge of the human mealm whe
human and otha@hanhuman interweave: not just human language but human writing
must be understood as a recent heir to the many, diverse communicational developments

that are a product of our historical, interspecies, evolutionary progress.

Before turning to a more detailed examination of how the frame of writindapgeand
intersects with others, in the form of the page, I will now turn to a consideration céehe t
and the overlap this frame, as both physical and conceptual entity, manifests vatbfthos

human (discussed here) and pag#l o come).

“In Giving an Account of Onesel2005) Judith Butler acknowledges the limitations of-selistitution and
selfknowledge, arguing for a more dispersed accofititohuman self and its formation. Given her interest
in the distinction between sex and gender and the extent to which genderaamevitally, or culturally,
constructed and / or performe@énder Trouble1990) perhaps this development is unsunpgisin Giving

an Account of Onesg2005) Butler recognises the contingency of the human self upon its ‘dxterna
conditions and / or environment. Parts of this account complemerggiagktount of posthumanism, as

well as the theories of the other misibphers, theorists and scientists, referenced in this thesis, serbthe
importance of interaction between human and-meman organisms, and their environments, in the
formation of entity, organism and environment.
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TREE

| began this research project with the following intuition: the production of writing i
relation to the page, as reformulated tree, formally undermines any projeeséovearthe
‘natural’, as an immediate manifestation of theppropriation of ‘nature’ as a resource
for human cultural production. hEre has been a significant range of fsictural and
deconstructive work that has challenged and reworked this polarisation of natiwes/, c
as | have indicated in the earlier sectdrthis thesis, ‘Nature Writingand my intention is
not now torepeat or review this work. The account | give here is a practical one, an
account of how, by working with and through materials and organisms that | identified
according to either one of these conceptual frathesge concepts and their relation began
to breakdown; not as a result of a purely conceptual enterprise but as the result of the
intertwining of embodied perception and conceptual thought that developed in the course

of this practicebased research of reading and writing with a tree.

Owain Jones and Paul CldRdave observethat, ‘[t]he fate of trees is often emblematic
of the wider environment’ (2002:2):

Trees in Britain and elsewhere have become carriers of some people’s
environmental anxiety and love for nature, cropping up in various discourses on
environmental crisis, countryside change and habitat loss, and quality of urban life
(2002:6)
The logo of theNational Trust for example, is an oak branch, allying national and
environmental concerns under the banner of the oakitrélee UK, road signs to places of
natural interest are accompanied by the stylised image of a conifer: the tree is a symbol of
‘nature’. Cloke and Jones’ study considers ‘trees as both social constructiongeald as
dynamic material entities3¢4). Their study thus acknowledges the relationshipvben

experience and abstraction:

6 Dr Owain Jones and his former supisor Professor Paul Cloke are both cultural geographers, specifically
concerned with the investigation of natandture relations. Although a very different piece of work, and a
book that operates in a separate, albeit relevant, field, Cloke and{Jomes and Cloke, 2002) choice to

focus on tree culture as a practical example of the complex interface between humantandan

organisms, or ‘cultures’, shares a common impetus with this (my ovegroésinto the humaitnee relations

of the readig and writing practices examined in this thesis.

44



In doing so we seek to respond to Philo’s (2000) concern regarding the
dematerialised nature of much contemporary cultural geography, which ignores
‘stubbornly theran-the-world kind of matter’ (33). There is nothing more
‘stubbornly theran-the-world’ than the trees which, we guess you could now take
a look at by moving to a window, or taking a short stroll outside. (2002:4)
This research project has been undertakerresudt of a similar preconception regarding
the materiality of language, more especially literature, and the manifestation of its
relationship with environment by way of its materials. Furthermore, as Clok®@aesl J

also note,

In contemporary understandings of natsoeiety relations it is recognised that
nature is not merely inscribed upon by human culture and practice. Rather, nature
‘pushes back’ with its own vitality which is manifest in speculative material
processes(7)
It is exactly this activity of ‘pushing back’ that | am interested in within this enterprise of
reading and writing with a tree. | am interested in the agency of this treef(dnd
immediate environment) and the impact this agency has upon / within my reading and
writing processes. The aim has been to develop a model of reading and writing that is
manifestly affected by this environment. This issue of m@man agency can be a
‘thorny’ issue. Again, Cloke and Jones’ articulation with regardsisassue
approximates mpwn: ‘We know that trees are not agents in the same ways that humans
are, but to acknowledge this is not to deny thay are agents at al2{5). Moreover, the
tree,as | observed dhe humarnn the previous section, should not to be mistaea
unified agent, but understood as a distributed ergityerging with and among other

organisms.

The tree | chose as the focus of this progen apple tree This apple treéorms part of

an orchargsituatedn the grounds of Tremough Campus, University College Falmouth.
This orchard is a remainder from the previous life of this site as a convent.s@heol

apples werénitially grown, along with other fruit and vegetables, to feed the nuns and the
girls they taught ére. Orchards, Cloke and Jombserve, ‘reflect a timdeepened

dwelling of trees and people; where trees have had a physical, active pregegice in
construction of landscape’ (12)he cultural impact and signsaince of this tree as an
appletree within an orchard préates this projectl have workedn close relatiorwith the

gardeners on the Tremough Estate, informing them of my activity in order to make sur
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that any activity | undertook was not considered harmful to the tree and its sungpundi
area. David Garwood, head gardener, has been a great support in this project and has
assisted my investigation of this tree by providing access to any infominat has

regarding its history. This is not much however. The tree variety is unknown and, when
took a sample of apples be identified by the apple expattApplause for Cider’, a day

of apple celebration dtrelissick, Cornwall (3 October, 2012), he was unable to identify
the variety, suggesting that this was perhaps one tree that had been gtafiedious
different varieties When asked, Garwood regarded this as unlikely given that there were
no obvious marks on the tree of where the grafting would have occurred, other than the
mark from the original graftingHowever this experience prompted himrtemind me

that gople trees are rarely grown from seed in gardens like this. The more usual practice is
to buy apple tree root stock and to graft branchélseoflesiredariety onto this root stock

to ensure the variety of apple grown. Penn State’s Collegof Agricultural Sciences

Cooperative Extensiogetails,

Many people mistakenly believe that fruit trees grow true to name frais.dee
reality, if you collect seed from a fruit grown on a plant, the seeds will produce
plants that will be a hybrid ofvo plants. The new plant will be the same kind of
plant, but its fruit and vegetative portions may not look the same as the parent
because the plant is ‘heterozygous’. Therefore, all fruit trees must betivaieta
propagated by either grafting or budding methods. (2005: 3)

The majority of apple trees amet ostentatiously hybrid as they produce apples of the
same variety, and yet this apple growth depends upon the bonding of one tree vdriety w
the root stock of another, meaning that most fruit trees are indeed hybrid; ditiybat

is, ironically, a means of guaranteeing the ‘purity’ of the friilhe identity of the fruit tree

with which | have been working remains, however, ‘unknown’.

Throughout this research | have avoided referring toréeeds mine but rather refer to it
as the tree with which I'm working, or the tree I'm working on. This has not been the
same for the gardening team however, who all refer to this tréaaslla’s treé So
much so that when | was invited to take pauthe graftingof apple trees in the orchard
they suggested that | label the tree’s grafted from the apple treenavkiag with as
‘Camilla’ so that they would know which one it was. The grafting was sucte#s$ a
result, these three or four trees, grafted with the unnamed variety with wiagke been

working, will now be listed as ‘Camilla’ in Tremough gardening records. Tmsna
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provides a marker by which to distinguish this variety of tree and fruit from thesothe
provides ease of ference. It also marks the association of my person with this tree as a
result of this research. The growth of these trees in my name will be a lédghisy o
project, one about which | feel amblent Honoured as | am to be remembered in this
way within the garden, | am suspicious of what this naming means. Does this language
trace exhibit that a tree’s significance in human language is dependent uponaits hum
significance? As | argued earlier, in the section on the human, human language has
developed between and among other organisms, it is the result of our evolutionary
coincidence with other species. Our interrelation with other species signitas

language, just as the languages of other species signifies their intenreldhi the human.
More immediately, the influence of the human on the growth of this apple is apparent in
the bump on the trunk where the initial graft took place and then in the branches cut as the
tree has been pruned to optimise fruit growffhe use of my name toadtify this apple

tree is not a claim for its identity with my person, rather it is just another marker of this

tree’s relationship with, and culture in relation to, that of the human.

But the human influence is by no means the only influence on this tree, nor perhaps the
most significant oneOne of the principaleasons | was allowed to work withis treewas
because of the rabbit damage. The bark of the tree had been almost entirely eaten away
from the main trunk of the tree as had the bark on the lower branches, cutting afthe fl
of nutrients from the roots to the rest of the tree. When | discussed the reseiésch,

initial phaseswith David Garwood| hadasked abouthe possibility of writing into the

tree. Writing into the trég barkwould mean opening up the tree to possible infectien,
said. Garwood would only sanction this if the tree was already endangered, and so he
direded me to the trees with rabl@amage.In the final year of this research the tree looks
as if it may wedlbe dying. The blossom was sparse and the apples arthigysix in

total. The surrounding trees are not registering the same resuitss unlikely to behe
effectof more general environmental conditions (poor weather around the time of

pollination, for example).

With every hour, and day, of observation (recording my impressions thphagbgaph
andaudio recordingand conversation with those who worked here in the walled garden,

the amount | really saw, felt ameard in relation to this treegrew significantly. It took

several hours of observing thiee before | came to realideat almost the entire surface of
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its bark was covered by lichenggmbiotic relation of alga and fungus) of differing
varieties. Lichen is epiphytic, not parasitic, and so exists alongside ¢heitin@ut

impairing its health in any way. Then there was the moss that grew there also. This is
sometimes removed for dhstic purposes but is not considered a threat to the health of the
tree. Periods of rain, or early morning dew revealed the spigbswovenbetween the
leaves and branche$the tree. | began to notice the tracks in the leaves |eipple

moth Epiphyas postvittandarvae, known as mines. The eggs are laid in the leaf and the
larvae move through the leaf feeding on the leaf cellulose. The tracks get wider as the
larvae grow. krvaethat mine in this wawre referred to dkeaf miners’. | noticed the
excrement of inds and other organisms markilegves and branches. Theaf miners’

ate their wayout of thér leaves, andte their way ttough the leaves of the tree frahe
outside,as caterpillarsyove the leaves shut around them, and ¢gestato moths. Flies

laid their eggs in the rainwater that collected in the bucket I left beneath the tree for
papermaking, these eggs hatched into larvae that lived in the water, befaliagagta

flies and becoming airborne.learned thathe didigured parts of the treavhere the bark
bulged and bubbled, was the result of aphids. Here the fruit and leavegagndyvand

the aphiddeft a white cotton wool-like fluff on the branes. These marks and blemishes
and their relation to various oth#rantree organisms is explored in a series of poears,
apple skify whose postcard style format (once printed) refers back to the earlier poem,
‘send me a postcard pleaseNone of these organisms asked permission of the tree to

make their mark. |too made my mark, just by being here, and yet | continbed to
concerned about the way in which the specific rmadking of writing might contribute in

a negative way to the life of this trédy experience of being with this tree confirmed my
understanding of the mutual affect of life-forms and processes, confirming tieudgnt
between organisms and their environments. And yet my attempts to write on or with this
tree felt obviously out of sync with this growing together of organisms hehesitree.

Writing on the branches, leaves or apples in pen seenoed@ adesecrationanda
completeirrelevanceto the life of the treeDiana Lynn Thompsd notes a similar

sentiment on writing on leaves as parhohdreds + thousandd’m writing on leaves

[...] I have to remind myself, this isn’t graffiti. It disappears.’ (2001:38)ese forms of
writing were communicating more about the environments from within which they wer

used and had been developed than they did with regards to this environment of tree.

" Diana Lynn Thompson is a contemporary Canadian environmentabdrtise work with writing in
relation to trees shows some overlapping concerns with the practical memgof this thesis.
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David Abram identifies alphabetic writing with the sensory removal of the hsuiaject
from the ‘morethanhuman field of forms’ as part of an argant to suggest that writing is

incompatible with embodied environmental engagement:

Alphabetic writing can engage the human senses only to the extent that those
senses sever, at least provisionally, their spontaneous participation withntlageani
earth. To begin to read, alphabetically, is thus to be dis-placed, cut off from the
sensory nourishment of a matenhuman field of forms. (1996:196)
This line of argument is used to support a sense of split between word and world. My
early attempts at writing (alphabetically) with this tree, or more accumatelhyis tree, did
not producea sense dbeingpersonally cubff ‘from the sensory nourishment of a more-
thanthuman field of forms’ but rather contributed to a sense that my writing techniques
werein some sense at odds with this environment. | was more aware of the techniques of
writing, that lused,as ‘belongingto, and as being derived and develofreth (bearing
the traces ofanother environmenthe‘inside’ environment of deslghair, pen and paper.
It was not that the alphabetiord wascut off from the morghanhuman field of forms,
but rather that the ‘normal’ forms of alphabetic writingt having been developed in
commonwith this morethanthuman fieldwere therefore not expressive of it. Pen and
paper writing, and digital word processing, are reliant upon, because they haopeevel
out of and alongside, specific(cnormally indoor)environment. In order to develop a
writing that was expressive of the tree | needed to spend time developiitog mrthis
treeenvironment, tht would therefore be expressive of this tree; a writing that was

embedded within and constituted by tiiee’s morethanhuman field of forms.

| began this research with the belief that the tree was doubly bareshied as literary
representatianof treeswereconcerned. Firstt was materially reformednto paper, in

order to make this verbal token possible, and,tberihe tre’s reformed surfacies verbal
significance was inscribed &sken word. The destruction of trees in order for tteagmin
literary significance, when literature is in fact more concerned with the significance of
literature than it is with the significance of trees, seemed an unpardonabie fla
environmental literary production. | did not believe that Abram wds ngclaiming that
alphabetic writingin all its forms promoted a split between human and otharrhuman
organisms and environments, but | did believe that pen and paper, the computer typed pag
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and the digital document communicated very little, maderial sense, of the life of mere
thanhuman organismsMy aim was therefore to develop a writing practice that did not
constitute the annihilation of the tree as presence, in order for it to gaincsigoéiin
representation. Lurking in this conciept of the relationship between tree and its literary
paper reformation were the interrelated conceptions of ‘pure presence’ andraatis
identity: that something could be completely itsés | have mentionedabove, the spider
webs, the aphid fluff, the lichen that covers almost the entire surface of thbéreeds,

the tracks my feet lefh the grassround the tree, the bobbles of pink wool (from my hat)
and strands of hair that remained in tiee days after my last visdll graduallyrevealed

that ‘pure presence’ was never an optidihis tree was not purely a traeywas an
environmental collaboration, a balancing act. This tree was more or less present as a tree,
more rather than lesdMy desire in this research was to develop a neetsfavriting in

which the tree was present more rather than less. Théntpeege formis present less
rather than more. The tree is contained within the pagephysical memory (physically,

in the paper page, and conceptually, in its digital variant) that is forgotten nsdyetiean

it is remembered My understanding of writing altered with my reconception of this tree.
A word is a combination of abstract and material significance. The way a word is made

means somethinglhreading twigs through the pabeghlights both the material extension

and the abstract significance of paper in relation to tree.

g o B b

Figure 9 Twigs Through Paper

The relation of tree to paper highlights both the material significance of words as well as
the abstract significance of trees. Thus the polarised distinction betwbgn(tese) and
fiction (word) is broken down. What emerges rather is a meditation on the relgtionshi
between abstract and material significance in perception. The work understoaein the
terms constitutes a reification (a physical trace or repositopygm@eptual thought:
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perception as material extensiolhwas through a combination of the observation (an
observation that approaches the practice of natural history, of which Skinrests the
decline, 2001: pof the way in which these organisms aféetthe growth of leaf and fruit,
and the observation that my own mark-making had on leaf and fruit growth that | came to
the idea of writing into the apples as a way of writwvith the tree.This argument is
developed in further detail in tHimal secton ‘Nature Writing Reframedfor the moment,

however, Inow turn toa discussion of théPage’.
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PAGE

Ric Allsopp has observed that ‘even contemporary work on the materiality of wWriting

has largely confined itself to the space of the p&t@99:76). This research extends the
metaphor of page, as a conventional support for writing, beyond its paper format and the
formal conventionsts digital manifestation is heir to, in an effort to probe the dynamics at
play in the combinations of human arnttierthanhuman forms and forces, in the marking
and surfacing of nature in writing, and writing in nature. The page provides phoetal

framework within which to examine the interplay between nature and writing

lan Davidsorrelates his account tiie pageand its treatment ipoetry, more especially
experimental poetryp the ‘turn towards the ‘spatial’ in the twentieth cent(8007:§.

He argues thatubism and the genesis of collaganifest areffort ‘to escape the over-
determinism of clagsal ideas of perspective and historical notions of progress which no
longer seemed possible’ in a culture where time and space were increasingly experienced
according to various scales that no longer allowed for a centralised, or normdlpmode
spacetime relationg6). If the page had hitherto been understood as a discrete site of
autonomouditerary compositionthis conception develops along more emergent and
distributed lines in the age of Cubist experiment and collage. These techniques were
developed, Davidson argues, in an effort to ‘represent the fragmented nature of modern
experience’ as experienced agaihe loss of a unified cultural whole, or at least a unified
cultural perspective (as figured by the standardised page):

If this was an experience characterised by an inability to maintain a common
perspective over past, present and future, whether that perspective was ideologica
ethical or optical, then the freefmme of Cubism and the fragmentation of collage
provided both the method and form for its representatié).

These developments were made explicit within the literary realm by the Diaeaistent
of ‘language as material’. Tristan Tzaral¥D MAKE A DADAIST POEM, Davidson
claims ‘made the link between the process of visual collage and the padcessng

poetry more explicit(8-9). Collage facilitated the degree of intermodal leasage,
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between art disciplines that had traditionally been treated distinctly, hinaswey as to

express the spatiéémporal crossover that was coming to define the modern experience.

One of the defining features of my practlz@sed research has bela crosscutting

between environments of indoor study and outdoor tree. This personaldisdfientailed
acorrespondingraffic of materials.Crosscuttingbetween environments stimulatade
assessment of materials and their ‘proper’ treatmeahimcertain environments. This re-
contextualisation of materials reveals information about the environments to thlic
‘belong’ as well as the relation of these materials to those environments. T hisepras

in effect an exercise in what the RiassFormalistdhavedubbed, ‘defamiliarisation’
(Shklovsky, 1917/1998)A process of refamiliarisatioiollows that ofdefamiliarisation

so that the once unfamiliar relations between object and environment become,familia
normalisedand at some levetlifferently understood. Thisxperiencerovides a practical
example othow organism-environment coupling affects the formation of mind according
to Mark Johnson’s expanded theory of mind (2007), as introduced by the ‘framing’ section
of this thesis Jomson asserts thatig through the creation of homogenous artefacts and
setting up ‘standardised’epeatable, systerfr interacting with these affeects,thatwe

are able to minimize the variance in the situations that we encounter, reduciegdHa n
the conscious organisation of perception. Antdémasié®, quoted by Johnsomyrites

that

All living organisms from the humble amoeba to the human are born with devices
designed to solve automatically, no proper reasoning required, the basic problems
of life [...] The single word homeostasis is convenient shorthand for the ensembles
of regulations and the resulting state of regulated life. (Damasio, 2003:30)

Johnson develod3amasios observation, asserting that

homeatatisorientedprocessing occurs beneath the levelafscious awareness, it
happens ‘before you know it’. It must be more or less automatic, for if we had to
consciously control all of this monitoring and adjustment, we would have to devote
all our energy to control even the most elementary bodily operations. This would
quickly exhaust our cognitive resources and would make it impossible for us to
carry out the multitude of coordinated functions required for life. (2007:53)

%8 Antonio Damasio is Professor of Neuroscience at the University of Southeror@ialif Damasio’s work
makes links, or at least speculates on the possibility of links, betwesan biology and human cognition.
His 2003 workLooking for Spinoza: Joy, Sorrow, arttetFeeling Brainis particularly important to the
development of Mark Johnson’s argument for the role of emotion in human cognition

53



A large amount of this homeostasisentedprocessing is thus facilitated by the
establishment of environments that support certain modes of cognitive cogmitive
organism functioningas inthe case of writing environments, for exampldwe increasing
instability in the normative structucé experience demands the creation of new cognitive
supports. This, | suggest, was one of the stimuli for the accompanying explosion of
innovative experiment across the arts in the early twentieth cer@uiyently we are
surrounded by warnings that \eee approaching, or are already in the throes of,
environmental crisis, cognitive artefathst support and generate innovative cognitive
processearethereforeonce more in demandThrough the process of defamiliarisation,
cutups make the readerexamine the constituent parts of a text, breaking down the
established paradigmatand syntagmatic relationships’ (Davidson, 2007:19llage
once agairpresents a model by which environmebject relations can be-rmagined,

but this timeit need nobe confined to the pageas this section of the thesis will show

Both Kathleen Fraser (2000) and lan Davidson (2007) single out Olson’s open fietd poeti
as a crucial moment in the development of a more-pagege poetics. In Eric Mottram’s
‘composition by field’ (1977:4) the understanding of the page is refracted through a
particular aspect of the world beyond the page: the field. This correlation hetage

and field, or ‘natural’ phenomenon is not uncommémna recent interview for the British
Library’s exhibitionWriting Britain: Wastelands to Wonderlan@@012) entitled/\riting

Wild Places Simon Armitage talks abotibbw heassociats the Yorkshire moors with

pages: ‘maybe | associate them, at some level, with blank paydseyre there waiting

to be written (0:37/4:47). Mottram uses this term ‘field’ as a conceptual metaphor that has
less to do with land open to the sky bounded by fences, walls, or hedges and more to do
with a sense of open space bounded only by the edges of the page ndep el

metaphor at play herefigld isenclosedpen spacg’draws upon the experienaghether
personal or culturally inheritethat identifies being in a field withsense of relative

freedom and room for manoeuvre.

Importantly for Mottram, composition by field is more than a poetic prdcelss
Mottram outlines a poetics which seeks to be inclusive, to see the poet as an object
within the field of the poem, not itentre. (Davidson, 2007:12)

54


http://www.youtube.com/watch?v=6x_b-_2egGw&feature=youtu.be�
http://www.youtube.com/watch?v=6x_b-_2egGw&feature=youtu.be�

Davidson understands Mottram’s poetic understandimgesof the larger US movement
of Language Betry where ‘[i]t is the construction of the poem itself that is the gveht

page becomes the construction site of the poem (16).

There is a sense, throughout Davidson’s argument, that the page, in the work he discusses
becomes understood as in soime$tlyabstract) way inhabited by the readariter. In
relation to the writing of Pierre Joris anddilel FoucaultDavidsonwrites of the idea

that one can get inside a text, become part of it and by extension, as readers;tooistr

of an individual text within the many possibilities that both its spatial construction and
spatial reading can bring’ (94); he describes how ‘[t]he reader has ® almt within the
poem’ (144), referencinlylcCaffery’s description o€arnivals design‘to draw a reader

in to a locus where the text surrounds her’ (McCaffery, 1999). ‘The page becames,’ f
these writers, according to Davidson, ‘a diagrammatic representation of the spaces
language might inhabit as well as a representational, lived spacanetice reader enters

and useg162). The influence of Henri Lefebvre’s spatial poetics, his focus on ‘the way
the body ‘produces’ spa through perspective, scale and travel, and that of the space of
the body itself, both its internal space and the body of the skin’ (45), is evident in
Davidson’s argumentation. This line of thought combined with his understanding of the
function of the page in contemporary literature presents an understanding of the space of
the page as produced by the redderiter: ‘[rlather than space being envisaged as pre
existing surface or container within which the material of the poem is arranged, the space
of the poem is now produced by the writer and reader in the actformance of writing

and reading(144). What Davidsofails to acknowledggeat least explicitlyis the reverse
effect of this argumenthat the space of the page produces the reéadger in turn.

Davidson referso McCaffery’sCarnival (2001), a text whosgcale is such that the

reader’s body can be enveloped by it, a texttti@ateader must move her badyorder to
manipulate.Thisis the case to a greater extent in the tgktlstions of Caroline Bergvall.

In ‘Say Parsley’ 2010)for examplewhere the page becomasoomwhose walls are
pageswhere letters are suspended in mid &ie word fractures as the page expands.
Bergvall’'s exhibitions presenbocentratednstancesof the more fragmented relation

between reader and the written word that is characteristieafontemporary Western,
particularlyurbanexperiencebut increasingly a general phenomenon thanks to digital,
mobile phone technology, of being surrouddeytext This dispersal of text, joined up

according tahe individual navigation of space aatlendantevels of attentionmeans that
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collage is now a state of mind he relationship between page as inhabited and page as
‘naturally’ constructed byhat which is othethanhuman, has been developed still further

by the work of lan Hamilton Finlay.

lan Hamilton Finlay’s work is often understood from within the context of concreteypoetr
The Sao Paulo concrete poetry group, Noigandres (Augusto de Campos, DegiarRign

Haroldo de Campos), defined Concrete Poetry, in 1958, in the following terms:

ideogram: appeal to non-verbal communication. concrete poem communicates its
own structure: structure-content. concrete poem is an object in and by itself, not an
interpreter of exterior objects ahdr more or less subjective feelings. its material:
word (sound, visual form, semantical charge). its problem: a problem of functions-
relations of this materidl..] with the concrete poem occurs the phencomeof
metacommunication: coincidence and simultaneity of verbal anderndad
communications; only - it must be noted deals with a communication of forms,

of a structure-content, not with the usual message communication. (1958/1968 in
Solt)

More recently MirandaTufnell and Chris Crickmakgiavereminded us that the word

‘concrete’ comes from thieatin rootscreare‘to create’ andccon‘with’, meaning ‘to create
with’. Tufnelland Crickmaygive an artist's account of the cognitive facility of creation
that complements Mark Johnson’s theory of artistic creation as an expression of the

distributed function of human mind, considering creation as a form of conversation:

Creating in touch with sensation and feeling in the body awakens us to the sensuous
detail of the material world the opening of a hand, the coolness of a stone, the

flow of a pigment [...] and paradoxically it is this attention to detail that opens and
loosens the field in which we perceive things. Creating, in whatever way is

available taus, moves us out of abstractions and generalisations of our everyday
seeing and language into the particular qualities and feel of the world abaut us [
Forming or creating things that move us changes and expands our perception. What
we create is alwayin some way speaking into being a part of ourselves which is as
yet hidden and unspoken, unexpressed even to ourselves. (2004:41)

Creativity draws upon an array of perceptual and conceptual experience andati@aniz
A reading of lan Hamilton Finlay Little Spartaincorporates the coolness of a stone, the
flow of water, reflecting light, the changing wind, as part of a literary experidndas
essay onHow to ReadHarry Gilonisrecalls Stephen Bais'long ago observation that
‘some works ifflan Hamilton] Finlays garden are not so much garden features as

transpositions of reading conventions into the environment’ (Gilonis in Cutts, 20061122).
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would like to make the reverse observation that in composing thexs more explicitly
composed omorethanhuman elementsuch as grasearth, water anttees within the
compositional ‘field’ of the text, in treating the garden like a page, Finlay’k suggests

how the page is also an inhabited space, a space within which we move conceptually as

well as corporeally.

‘Before the reader picks it up, opens the covers and starts reading it, the bisaksstar

work. There are paratexts froimetstart [...]" (Gilonis, 2006: 118). The literary paratexts

of cover, endpaper, typography, page, page-turning, spread and reading-order, theat Giloni
discussegghost areading of Finlay’s garden. The are twqarticular situations that |

would like to focus on from Finlay’s garden. The first is skees of wallsvhose parallel

(page) texts published irCanal Stripe 8ries 4(reprinted in Bann, 1967).

Fig. 10 Little Sparta, StonypatfAugust, 2010)

Canal StripeSeries4 is composed of six pages. Each of these pages has a corresponding
wall. The text divides into three double page spreads. The text runs almost along the
bottom of each page. In many ways it undermines my argument to cepwtires here

as ifits meaningvas not altered by its material (re)manifestatiohisTvorkis one of

words alone, rather than a work of layout, font type and size choice, page turning and al
the other paratexts that Gilonis mentions in his esEagh work is a situated experiente.
present this abstraction of both wall and page text in an attempt to examine these texts in
terms of parallel mappingln Ingold’s terms, my concern is for the ghostly lines that both
texts invoke (2004:47 These ghostly lines, the lines my imaginatieadsbetween them,

are presented here to an imperfect extent, in order to evoke similar ghostmindbef

other readers. In the action of opening the first double spreadnafl StripeSeries4 the
reader divides, in opening, the words *horizéorgy’ from “for little fields’, and reunites
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them in their subsequent page turning, closing the spread. This iBuststted by the

final spread (ittle fields | long horizons'where ‘| marks the centre creasd)jere ‘little

fields’ unfold from ‘long horizons’ and fold back into each other in the page turning that
closes the spread. Page opening and closing inspires and resolves desire. Thisaogening

closing is of course impossible when reading the siaiks.

In the reading of the stone wallee text is navigated in a very different walhere are no
explicitinstructions given to the readgust as there are none given for the reading of

Canal StripeSeries4) but there is a path that has been trodden into the grass between the
walls (threeon each side) by the many feet that have read thatrmarks the habitual

reading patterns as a trace of feet in grdsst as there is a habitual, or ‘normal’ treatment

of the book, so there appears to have evolved a habitual or ‘normal’ treatment, or reading,
of these walls. By walking between the walls the reader is able to maintain the double

spread view provided by the book, reading each wall in the place of a page.

third wall spread:

HORIZONS LONG | FOR LITTLE FIELDS

secondwall spread:

LITTLE FIELDS LONG | FOR HORIZONS

first wall spread:

LITTLE FIELDS | LONG HORIZONS

(‘|’ marks the line marked by readers’ feet, paralleling the centre foltedidok)

This path creates a ‘spine’ effecthis spinalpath presents a central axis from which a

reading is performed. The spine of a book provides a similarly central axis, emggnder

the page-turning action that defireelsook. The double spread experience emerges from

walking betweerthesewall texts, andwalking within the text that these wattsmulatively

(along with the navigation of the reader) creaféhis experience of reading these walls
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‘rereads’ the absorption of writing in the form of the printed page; therdaéds not just
pass each pagebwalking, as in page-turning, but is very much an authorial part of the

textual composition itself.

In a live reading of the walls the eyes of the reader move from the left linafgieir

body to the right, in an exaggerated thrboack to the readmof the double spread. You

walk through the ghost of a page and you leave with a revised understanding of how
reading is performedYou leave the physical text behind, taking away its ghost to
restructure your experiencd.here is no closing of the blogoutting it away or leaving it

to hand, at the end of this wall text. These walls are more to body than they are to hand.
The wall text involves the use of feet and legs in readatber than the usual involvement

of fingers and hands: the whole body moves through the text. The top of the page and the
top of the wall form horizons of different sorts. The reader looks up from the text, over its
horizon. Each page, or wall, is part of an organizing structure the like of which enclose
‘small fields’. A double page spread can form the right angle of a field wall or hedge. The
wall text forms a series of hurdles, which at any one time might form the two walls of a
very small paddock, sheep pen, or fold. Over the walls, and to each side, horizons of
different varieties stretch out: the extended situation of the text. Jessie Sheeler suggests th
‘The wordplay ‘long’ is heightened by the wide landscape and the confinemeessed)g

by the wall ‘excerpts’.’ (2003: 7)

To some extent these walls echo the p&geanother level these walls fragment the inside
environment upon which the book and the page rely. These walls are not doing what walls
normally do: keeping people or animals in, or out. They are, however, organizational
structures. Although they do not mark boundary lines here, they do propasaia c

‘framing’ structure of experience, or ‘situation’ to return to a phrase ok Niahnson:

‘The situation specifies what will be significant to us and what objects, e@atpersons
mean to us at a pireflective level’ (2007:65).The meaning of aituation is established,

and derives from, a compost of ingrained structural determination and experience. The
making of this wall text derives as much from lan Hamilton Finlay’s reading tendencies

and expaences as it derives from our own.

There is no need to walk down the centre fold as so many others have. You may walk

round each wall a different number of times, reading in serpentine loops or series of
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bubbles, your reading is structured by your manipulation of this environment; ji as
might navigate the book in alternative wageading the last line first or reading where the
page falls open, for example). Both structures feed into (and derivedxmpaiential
norms to be altered or adjustaccordng to the reader’s desire or current tendengsg.

with the inscribed bridges and stiles in his garden, lan Hamilton Finlay’s wall works
emphasis¢he physical structure of writing, the reading of these works involves dispeci
physical organization of the reader’s body, encouraging an understandimguége as
something that effects our bodily navigation of environment. They physicalis@meeto
suggest an active appraisal of language, as a structure that orders and reflects our
cognition, as do fences and trees, walls, stones and stiles. This garden en@urages
appreciation ofvriting, on a very physical level, acognitivesupport, a means of
encouraging a certain perception of the world through encouraging certimgréand

writing) behaviours.

The second feature | will discuss framttle Spartais Finlay’s use of a quotation from
Saint Just:the present order is the disorder of the future

Fig. 11 Little Sparta, Stonypath (August, 2010)

The arrangement of this quote in large stoagrments recallthe shattered sculptufiem

‘an antique land’ reordered into page and sonnet for&halley’s ‘Ozymandias’
(2000:849).This isa poem that evokes past order through the presentation of immanent
disorder, presented once again through the ordering of the sonnet, evoking the past throug
the double fiction of story and quotation. The poem predicts the inevitable progress
between order and disorder, creation and destruction, by way of shattered mohament.
HamiltonFinlay's fragments of stone suggest a reading of the page as an enormous, solid
structure, an@ magnificent tribute to literary culture, now shattered, that coincides with

lan Davidson’s reading of the page, and its progressively fragmented tngdtrtiewing
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the advent of collage (2007). And yet the words are legible, each word has its own stone:
each word a stone, a building block with which writing might be reformed. But eawh st

is far too heavy to be moved. The resulting effect is that the readeesette page in

their conceptual treatment of the ston@&be rupture is more physical suggestion than read

experience.

It is important to notealsq that Finlay's construction of thehattered text j3n one sense,

a fiction, made up of units shaped to appear as fragments of a larger (previously) unified
whole, of which they were never a paifthis act of imagining igherefore, in part, directly
contrary to the direction in Shelley's tettie shattering of this page is not a ‘literal’
marking of he fall of a greatorder’. But, to return to Rakova’'s observation (referenced in
‘Framing’) with regards to metaphor’s relation to the litgttais shattered text can indeed
be regarded gsst adliteral as the text that Shelley references: Finlayiscstire is a
comment on the fracturing of a conception of the reading experience, as a whole. His
building of this structure is a physical literalisation of, and a monument to dcige

habits and corresponding conception of the page. Concrete pagtrits emphasis on

the material of literary composition and its affect on reading and writing behaviours,
indeed, its comment on reading and writing behaviours as materially produced and
sustained, challenges the literary manifestation of the pagé@meading and writing
behaviours it reifiesFinlay’s garderexplodes, as much as it invokes, the structural norms
of reading and writingLittle Spartais a landscape that is written into without being
written out. It suggests a reordering of conceptual structuring by wag ofritbvative
reorganisation of the physical constructions we inhabit, and from which conceptual
structuring abstractsReading the garden reforms reading and this reform of reading

process isin some sense, reform of theeadng self.

Kathleen Fraser gives anothacount of the form of writing and its relation to, if not
mind-formation, the development of the poet’s sense of self: ‘Surrounded by utterance,
both common and uncommon, song entered the child’s ear and dedmexah levepresent
page lightly pencilled with the graph of her own uneven movement into personhood’
(2000:8). Fraser identifies thishild with both page and graph, mark, or writing. She
adjusts this imagining a few lines later to idgntlie mind as ‘a large empty page to be
imprinted with the intaglio markings of a world crowding forward to make an ss(i®).

In doing so her writing exemplifies Johnson’s argument of the way in which environment
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affects mindconstructionhere it is he specifically literary environment of the page. This
metaphor is further developed on the following page: ‘The once radiant page of the mind,
for years normalised into standaside foolscap, was again destabilized, its tactile surface
brought alive, ag with the marks and artfdabrication of handmade papé¢®). Frasr’s
conception of the page is fundamentally related to her conceptiibarafy personal
development: the construction of the page, in her account, is bound up with the
construction of personal identity.eBonal development is expressed in terms of literary
development, meaning, as with Davidstirg reverse may also be true. The
standardisation of cultural norms is symbolised by the ‘standard-size foolSdap’
individual reform of this standardisation is understood in terms of remaking the page by
hand; an expression of the personal crafting or recrafting of the page tooefiepress
‘one’s own peculiar way of experiencing how thend moves and how the senses take
note’ (175, my emphas)s Héléne Cixou® writes that fw]e have mouths all over our

body [... w]jords come out of our hands, our underarms, our belly, our eyes, our neck’
(1999:79) The image she depicts is a very expressive and yet resistantly conceptual
articulation of the expressive power of the human body. The human body is not culturally
acknowledged as the expressive authority of which Cixstasémentireams. It is the

page wherein this authority resides. It is important therefore to acknowtezigeaérial
limitations of the textexaminedby Fraser and Davidson. As Katiittau®® reminds usit

is important to realiseandto remember the book’s (and the body’s) materiality, in order
‘to ‘make perceptiblehot just that readers [and writers] have bodies, but also that books
have bodies, that is, they are physical, that they enter into physallogjations with

other bodies’ (2006:154). It is the remembering of this physiological relatobtha
balancing of this understanding against our concépnuaerstandings that is especially
important in any understanding of the relationship between human bodyapdgece.If

the normalisation, or what Damasio might tehra ‘homeostasig2003:30),0f each ‘day’s

29 As with Judith ButlerHéléneCixous is a posstructuralist feminist. Where Butler's main influence is
Michel Foucault, Cixous’ work is more heavily influenced by the decoactibnism of the late Jacques
Derrida. The boundary crossing of deconstruction offers anothtochby which one thing is theoretically
demonstrated to be related to another. Cixous’ work ohdbg and its relation to language is her particular
point of relevance within this thesis. This thesis applies a broaderatadding of what is, in Cixous’ work,
a highly gendered account of language and its relation to the body. Heris bodyrstod to designate
both human and nehuman organisms’ material extension. A connection is made in this Hete/een
Cixous’ argument for the human body'’s ability to articulate itself indagg and the articulation of a tree’s
body in writing.

% Karen Littau’s research into theories of reading extends into the realmefatian studies, manifesting
an overlap between theories of reading and translation that parallels theadidebetween these fields in
the argumentation of this thesis.
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mechanical response’ is identified witke ‘standardsize foolscap’ of the page, the
movement beyond this ‘familiar frame*iaser, 2000:9) suggests a remaking or
reformation of this page, according to the poet’s own image (in the form ofmhatel-
paper). If the aim of the poet is to express not just herself but her environmentoimthe f
of, for example, a tree, how might the tree affect, or take part in this refonnoathe

page? How might the tree’s presencewdls that of the poet, be made tangible (‘tactile’)

in the page so that its body might speak, as in Cixous’ terms, for itself?

‘When | was a child, my grandmother used to mix a paste for me of flour and
water. Then | would go out into the yard and pick grass and make drawings out of
pencil and grass pasted to pad&brmaCole). (Fraser, 2000:174)
What follows, in the next section, is my own account of this negotiation between person,
page and tre@nd the role metaphor plays in the binding of these entities together

processof both physical and conceptual metamagsk.
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METAPHOR, METAMOR, METAMORPHOSIS

In the section entitled ‘Framing’ | referred to Mark Johnson’s account of detgetion as

the result of functional neural assemblies in our bodies and our brains that ‘detghaine
stands out, for us, from a situation or a scene’ (2007:76). Johnson reminds us that what
stands out for us is not the result of autonomous manipulation of environment but rather
the result of the relation of brain, body and environment in any given situation: ‘8w say
thatwe select objects is just shorthand for the focal emergence of objects withincahor
of possible experient€76). | related this idea of frame formation to the literary activity

of page making, or the making of literary texts in the form of pagege tHe edges of the
page determine that the writing on the page stands out from all else that surrounds the
page, foregrounding writing in relation to its environment. As | noted earlier, frame
construction, as an act of distributed cognition, reflects how we perceive the narld a
reifies this percepan, reinforcing and supporting it. In order to reform this primacy of
writing in relation to environmenthe frame of writing need® be reformed. In order to
reform our understanding of the relation between writing and its environment, the
cognitive artefact that supports the interrelation of body, brain and environntieertary
environments, i.e. the page, must be reformed. rEfiaming ains to reconfigure the

page as a vehicle for writing that maniteste continuity between human and otther
human forms of life, so that both human and otharthumanforms of life signify as part

of this text, rather than presenting human line formation, in the form of writing,iesfépl
and separate fromtherthanhuman expression. By developing cognitive artefacts and
nurturing cognitive situations of this kind we provide physical supports for the mental
reconfiguration of brain-body-environment relation that is reified in the page retgm

is mind reform. This whole process of establishing ‘continuity [...] between our mostly
nonconscious experience of embodied meaning and our seemingly disembodied acts of
thinking and reasoning’ (31) by way of artefact creation and the resulting coalcept
abstraction, is identified by Johnson as the result of the intermodal functionapfitoet
According to this account metaphors develop as a result of ‘the neural connections
between the sensorimotor areas of the brain and other areas that are involved in thinking’
(167), not forgetting the fundamental affect of environment on brain and body

functioning, especially the influence of cognitive artefacts, as an important aspect of
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distributed cognition: we thinthroughour writing environments as much as we thimk
them, or to rephrase Merle@®onty’s observation with regards to landscape, our writing
environments think themselvasus Metaphor is therefore not purely a literary
construction. Rathemetaphor is a literary manifestation of a process that exceeds
literary, or linguistic (in a narrow sense), functioning. Metaphor, accotditigs reading,

is a word used to reference the emergent evolution of meaning as a result of the interactior
of body, brain and environment. Metaphor, in this expanded sense, is a form of
metamorphosis. The continuity between thisit as a literary structure, that also identifies
the function of intermodal cognitive processing at less complex levels vithimody, at

the level of organ function and accompanying sensation, for instance (‘to feehsmmet
your gut’), serves to highlight cognition as a continuous process that intesrerabedied
and environmental functioning with conceptual abstraction. It is by way of metaphor

this sense, that page reform takes place.

Metaphor, the pattern that connects writing, as an aspect of human line formatdnesvi
line formation(as detailed in ‘Human’)s not just a principle by which one thing relates to
another, but rather an account of how one thiegomesanother. Metaphor, in this sense,
is literal. This account of maphor coincides with Donald Favareati'descriptiorof

biosemiotics:

Biosemiotics is the study of the myriad of forms of communication and
signification observable both within and between living systems. It is thus the
study of representation, meaning, sense, and the biological significance of sig
processes from intercdlular signalling processes to animal display behaviour to
human semiotic artifacts such as language and abstract symbolic thought. Such
sign processes appear ubiquitously in the literature on biological systems. [Up unti
very recently, however, it hagbn implicitly assumed that the use of terms such as
messaggsignal code andsignwith respect to notinguistic biological processes

was ultimately metaphoric, and that such terms could someday effgctdelceto

the mere chemical and physical iatetions underlying such processes. As the
prospects for such a reduction become increasingly untenable, even in theory, the
interdisciplinary research project of biosemiotics is attempting-tpea the

dialogue across the life scienceas well as between life sciences and the
humanities- regarding what, precisely, such ineliminable terms as representation,

*1 The semidtian Donald Favareau is one of the principal contemporary proponentssefiiotics. Along
with the biologists Jesper Hoffmeyer and Kalevi Kull, both of whonfeatired in Susan Petrilli's 2003
text, Translation, Translatiorfreferenced later in thisiésis), Favareau is engaged in furthering the
development of biosemiotics as an interdisciplinary engagement betineestiences and the humanities, as
initiated by the pioneering work of Charles Sanders Peirce, ThomasediSabd Jakob von Uexkull,

amory others. Professor Wendy Wheeler is the mostkvedivn British proponent of biosemiotics in
relation to environmental literature and nature writing.
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sign of, and meaning might refer to in the context of living, interactive, complex
adaptive systems2Q05)
This research mighhereforeJoosely, be understood as a biosemiotic enterprise. It is not,
however, the business of this research to establish itself as such. | mentome¢ig=nce
as a means of flagging up the relations between this research and gmepmaneous
enterprise of conlpmentary fields that are also developing an understanding of the literal
function of metaphor. Metaphor is transformatites the changing of one thing into
another. Metaphor is metamorphosis. Theories of this kind are not limited to the field of
biosemiotic research either; the related field of translation studies is engaged in a similar
enterprisgas is made evident by the overlap in contents pages between Susan Petrilli's
Translation, Translatiorf2003) and Donald FavareatlEssential Readings Biosemiotics
(2010)) Peeter Tordp account oftext processuality{(2003:280) in Petrilli’s text,
suggests a more specifically textual manifestation of this process of metaphor as

metamorphosis:

The change of the text’'s ontology in contemporary culture due to the possible
simultaneous existence of various forms of the same text in different media and
discourses (translation, annotation, advertising, comics, etc.) allows usrb rega
culture as th@rocess of intersemiotic translation. Intertextuality, interdiscursivity
and intermediality as the environment of text generation and reception impel us t
regard the signs of different texts as intersemiosic, being comprehended
simultaneously within thetameworks of different sign systems. (2003:271)
Torop® thus develops a model of how concepts travel and mutate within and between
media as a process of ‘total translation’. Human culture, according to Totap jmdinite
process of total translation’ (271). Torop’s theory builds upoman Jakobson’s third
category of translation, ‘intersemiotic translation or transmutatiba’.interpretation of
verbal signs by means of signs of non verbal sign systems’ (1959:232). This form of
translation extets beyond the realm of more obvious visual, verbal and audio texts to
translation between the semiotic systems of humarm#retthanhuman organisms and

their corresponding cultural artefacts. Torop annexes his research mocélgxplthe

%2 Susan Petrilli is a Professor of Philosophy and Theory of Languagelanitresity of Bari in Italy. Her
2003 text demonstrates the increasingly interdisciplinary reachnsfdtmn studies. This text includes
chapters on translation as a biological process occurring between orgglasper Hoffmeyer; Kalevi Kull;
Thomas A. Sebeok); translation as intersemiosis, translation asesprof information assimilation between
forms and genre (Peeter Torop); and translation between langauge andyther ltlee somatic inscription of
language (Stanley Ruthrop), to name a few of the themes that arentétetrds thesis.

% peeter Torop is Professor of Semiotics of Culture at the Universitgrai in Estonia. His theories of
intersemiosis, although not acknowledged as such by him, prateneisiting linguistic parallels to the
micro-biological observations of McFallgai and Margulis, already acknowledged in this thesis.
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field of biosemiotics in an article written with Kalevi Kéf| ‘Biotranslation: Translation
betweerlUmwelten; where ‘[tlhe concept of translation is redefined in a way that allows
us to apply it to sign processes in non-humans’ (2003:315-328). Horst Ruthrof’'s
development of Jakobson’s third category of translgadso in Petrilli)combines

translation theory withhe theories of Mark Johnson. According to Ruthrof’'s account:

It is only because we already know how to link certain expressions with specific
clustes of nonverbal signs that we can talk about meaning at all. Itis a
consequence of this knowledge that we are able then to make the shortcut to
linguistic context.(2003:74)

Language is an evolutionary latecomer that functions as an economisinggh
cultures have superimposed on nonverbal semiosis for communicative efficiency.
Translation is one of the fields of study where the fault lines between these
signification systems become visible. (2003:79)
This research develops through the framing device of metaphor rather than that of
translation. However, Torop’s assertion that ‘all types of communication in culture could
be presented as a process of translation of (exftsagments) into other text®003:271)
coincides with the account of metaphor | develop from Mark Johnson, as does Ruthrof's
account of the linguistic continuity between body and text. In what follows |ajeae
account of the material and semantic evolution of this research in relation to Torop’s
account of ‘total translain’ understood according to Ruthrof and Johnson’s account of the
interrelation between body, mind and environment by way of metaphorical traatform
| understand the progress of this research as a physical articulation of metaphor: the
physical refornof one thing, in this instance the page, in terms of another, in this instance

a tree, as contributing to and resulting from, a corresponding conceptual reconfiguration.

According to Tim Ingold ‘there can be no history of the line that is not also #imut
changing relations between lines and surféicelsthese relations and their

transformations’ (2007:39). Any account of writing, as an instance of line iormat
correspondingly an account of the particular interface between line and surface: their
relations and mutual transformatiorischen is a species of organism thagjsphytic

rather than parasiti@ grows on or in other organisms without impairing the functioning of
this other organism. Lichen is the result ofymbiotic relationship etween fungus and

alga. There is a species of lichen that grows prolifically over the bark of the apple tree

¥ Kalevi Kull is a Professor of Biosemiotics, and a colleague of PeetepTiorthe Department of
Semiotics at the University of Tartu in Estonia.
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with which | have been working, call€&taphis(Nimis et al. 2009) The variants specific
to this tree ar&raphis scriptaandGraphis elegansGraphis scriptais commonly known
as ‘handwriting lichen’ presumably a registry of its resemblance to the black print of letters
on white paper, althouglp me the tangle of black marks look more like a mess of
chromosomes than they do script (but then chromosomes are also compared to letter
forms) (2009:31-32). BotlGraphis scriptaandGraphis elegansre comprised of a ‘pale
cream to whitishgrey’ thallus (‘thallus usually names the entire body of a multicellular
non-moving organism in which there is no organization ofifseiesnto organy and

‘long, slit-like, black fruits with liplike raised margins’ (in the case @faphis scripta or
long, black ‘fruits that are longitudinally furrowed’ (in the casé&oéphis elegans
(2009:32).

L e

Fig. 12 Closeup oGraphis scriptaon Tremough Apple Tree (31/05/11)

Ingold’s brief taxonomy of the line (sedfdmittedly incomplete)as | have noteith my
discussion of the humaoategorises lines in terms of threads, traces, ‘cuts, cracks or
creases’ (44) and ghostly lines. The fruit€&o@phis scriptaandGraphis eleganare

neither additive nor reductive traces on the body of the thallus. They are not threads, s
they are part of the lichen ‘surface’ itself, and they are not cuts, cracks or creases either.
Rather the lichen produces (they are-g€elflitive pehaps) these black protrusions, these
wrinklings, out of itself. The (ghostly) impression this relationship betweemitide

surface leaves my mind is of a writing that emerges out of (as a result mslipport of

the paper: the paper exists because of the writing and the writing exists because of the
paper. The question that emerged as a result of this impression was how might thee page
reformed so that rather than being parasitic on a tree, it might be reconceived as epiphytic
or better still, symbioticAWhatform of writing would supporthis treeboth as line and

surfa@?
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One of my earliest attempts to think through the relationship between tree, page and
writing, developed during the initial (and more general) phase of this research at
Dartington College of Arts in Devon (09/09-07/10), took the forra séries of
photographs of, what | considered to @érancHike scrawlin a page ofnistor snow

Fig. 13 Oak Branch in Mis{47) Fig. 14 Oak Branch in Mis{53)

Both mist and snow affect our perceptual encounter with thediteeing its perceivable
outline The treaffects the wayite snow falls or the mist gathers and the mist, or snow,
affects the way the tree appeaBoth mist andsnow, the wayhey fall, the way they have
fallen, through the function of metaphor, affect our perception of the pagdeanay we
experience thpage &ects our perception of mist and snow. According to this reading,
the page, like the mist or the sndiweatens to obliterat®ur perception othe tree.By
insisting on this comparison between page and snow or mist | aimed to reconceive the
page. Falling mist, or snow, is not bounded or flat, as the pagali;ng snow and mist

are elements you can walk through; elements that both tree and human body can usually
survive intact.But it is not just that these elements affect our perception of the tree, it is
also that these elements have helped to shape the tree, as in the case of the thallus with
regards to the fruit of the lichen: the growth of the branch is a result of theaaterf

between tree and weather resistance. The scrawl of the branch approaches the act of
signature: the sign of an individual marking their particular existence in an act of marking
a page. Every signature is different, not just from person to person but from moment to
moment even when performed by the same per$bat person has changed and so too
have their circumstances. This conspires to produce a new signature every time, which
nonetheless may well be recognisable as the mark of that (same) [f&osibins here in

the case of this branch and its growthatation to the air within which it growsA branch

forms according to the assistance and resistance of the environment in whoevsit 4
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branch grows in girth and in length, growing out and along with every yede.oii

signature scrawl is, likewe, formed according to the assistance and resistance of materials
and their use by the person making this mark. This mark is usually understood as that
made by a human hand in relationship with, for example, pen and paper. The signature
marks the partidarities of this hand movement in relation to this pen and this paper, in
particular. But this signature has been pradti®ns many different scenarios, with many

pens and pieces of paper, among other things. These experiences are retainemhih the m
of the maker. Every branch is particular, but this act of branching repeats throtigghout
tree. Each branch manifests its relation to its environment, signing its particular existence
as a relation with this environment, so that every branch is a record of tree and of the

environment that enables and impedes it.

el i

Fig. 15 Oak Branch in Mis{63) Fig. 16 Oak Branch in Mis(71)

The similarity between these branches and a scrawling sigisatemeforced by

transforming the environment of air and branch into that of ink and pageis ablseved

in the form of photographic prinfOncetransformed into paper and ink, as a photograph,
the branch as scrawl on page is bounded, is framed, in a way that it is not (or not so
obviously)when experieredlive, as a branch on a tree. The framing is different. The
edge still exists, ag boundary, in the framing of attention, but it is less tangible, less fixed.
This act of framing is an act of environmethte frame affects the experiencé mist’

was the result of an effort to think through the relationship between the branch and its
formative elements, in terms of page, and the relationship between tree and print as

writing.

In the first issue oécopoeticsJonathan Skinner includbs arrangement afulie Patton’s
‘Slug Art’ (2001:86-90) Patton is similarly interested in the relationship between human

70



writing and the marking of morganhuman organisms, in this case a slug. In ‘Slug Art’

the words are arranged in the spaces in the leaf that the slug has (apparently) eaten away.
It is the absence of leaf that provides the space for the words otitharfhslug: it is in

the absence of leaf that the slug leaves its mark as ‘burrowed text’ (86). Tdfisvaiting

is a decimation of environment. This act of marking is a ‘perfo rmance’ (87). Tke bod

of the text, following the body of the slug naaigs ‘the space in between’ (87) the leaf.
Here the mark of the sligjappetite in relation tthe leaf is not enough to speak itself, it

must be spoken, and signed, for ‘-signed, / June, buggy’ (89). In ‘Thoughts on Things:
Poetics of a Third LandscapSkinner considers Patton’s ‘Slug Art’ as example of a

third landscape, as an ‘in-between space’, an ‘interstitial zone, found evesyides

found and, indeed, permitting further lif&Kinner in lijima,2010:45-46):

| call it a cyber text in Bnna Haraway’s sense of machem@mathuman hybrid,

not as a computer based writing, but in reference to a scanner, and Photoshop and
QuarkXPress running on a Macintosh computer, helping me to align Patton’s marks
with slug’s tracery [...] Between the petaif the rose of the world move

invertebrates; just as the word ‘slug’ itself vibrates, in Patton’s writing, between the

registers of garden, print shop, and street. (44)

Skinner's account of thiaterwovennes®f machineanimathuman, after Haraway,
reonates withiMorton’s conception of the mesh (2009&speciallyin his discussion of the
third and fourth implications of the ‘interdependence theorem’, where ‘(3) Dgawin
distinctions between life and ndife is strictly impossible, yet unavoidable’ (5/6.40)

and ‘(4) Differentiating between one species and another is never ab§dlli826.40),
when he talks of thdiving’ relation between human and computer viruses (2.00-
2.43/6.40). However, the account of this weave given by ‘Slug Art’ is more human and
machine than it is anything elsehé&body of théeafis sacrificed in order fathe body of
the page and the written word to signifyhe€klug’s leaf‘consumption’ (89yeveals the
page as backdrop / overldite pages the system within whicthe leaf signifies. The leaf
is given linguistic significancby the page and is through the destruction of the leaf that

the words of the human (on the page) appear. sigmficanceof the page andf human

% Donna Haraway is perhaps most well known for hertposanist feminist theories, of which ‘A Cyborg
Manifesto’ (1991) is a prime example. However her biological researchdiaded several accounts of
metaphor and its role within biology. This work links her to the pra@gbtosemiotics, although this not a
connection she has explicitly developed herself.
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writing entails the destruction of the fed ' he parallel between human and slug mark-
making,as writing suggests that perhaps human literacy is no more (or less) harmful than

the appetite of a slug.

If the written word, as mark, is understood as an expression of human authorship within
the enwwonment of the (usually blank) page, then the page, reflects an understanding of
environment as (very little more than) a vehicle for human expression. Thécsigeef of

a page is greatly increased once written (on). The poetic use of the pageng®aerd of
poetic expression troubles the significance between word and page, human iartiamiat

its environment. The page, as environment of human articulation in wfigogesas yet
another human articulation of environment: the boundaries of the human eXrend.
destruction of the page, in a way comparable to the destruction of the leaf in ‘Slug Art
whenthe page is cut into, burnt or otherwise physically compromised,it@sations of

Tom PhillipsA Humumen{1975:228), affects the human potential to signify. The leaf
feeds the slug as the page feeds the human capacity for literary signification. The slug
destroys the leaf to feed itself. The human destroys the tree to make the page to feed itsel
Destroying the page threatens verbal significanceenfioles are cut into the page you

are able to see the world beyond; the environment of the page takes the place ofithe wo

the pagein its partial absenceecomes aitefor otherthanhumansignificance.

John GibbensUnderscorg(2008)is an interesting text to compare to ‘Slug Art’. Pages of
this text are comprised of colour photocopietealedaid over the printed page, affecting
the potential of human whitg to signify according to the syntactical formatiafisvhichit
was ‘originally’ composed. The leaf lines of the page challenge the lines of the printed
letters as a form of (related) material significance, vying for semantic dominahise.
sense otompetition between human and plant agency as played out in the relation
between written word, page and leaf is undermined, howeten examined in closer
detail. The leaves have been stuck to andqttedoured) page, in which holes have been
cut, and laid over the written page. The leaves have been placed and fixed on this other
page: human authorship is still the dominant agempiay. The leaves continue to give

an ‘other’ significance to the text but this other significance is orgabis&ibbers. My

aim, as my referensdo ‘in mist’ and the branch scrawlsrmst andsnowdemonstrate,

was to develop a way in which the significance of the tree could signify on a pahisit

human writing; to develop a means of writing that waswethored by human and tree.
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Jeff Hilson includes copies of Gibbens’ leaf compositions, ftbrderscorein The

Reality Street Book of Sonn€2®08: 249-251). Here too, Hilson includes part of David
Miller's Untitled (Visual Sonnet Sequen¢2p08:194-195a series ofexts composed of
fourteen brush stroke lines eachpage. Eachsonneis a physical registry, or trace, of the
various interaction of ink, brush, hand (and by extension body) and page. | began
comparing photograph&iguresl?7 & 18 of tree branches stretching between the margins
of the trunks with visual poems such as Miller’s.

Fig. 1Tree poen(in mist) Fig. 18tree poen{in snow)

Miller’s body is registered in the gestural quality of his painted brush strakes
photograph of the treegisters the branches as similarly gestural. The difference here is
that the linediave not been formed as a result of the branches’ interaction with the page,
the photograph is nalirect a trace, in that sensé#,the tree’s interface with the pagad
therefore, it might be claimed, this is not a tree writifitne inktraceof treeis produced
through a combination of light effect on paper. The work is the result of an organised and
deliberate human framing, that, to return to Sumner’s phrasgs aid scope for the tree to
expand (1999:83). The tree is a passive rather than an active infin¢hegroduction of
thistext. ContrastinglyTim Knowles’ Tree Drawngs(2005-2007were produced using
drawing implements attached to the tips of tree branthesyind’s effects on the tree,
recorded on papel.ike signatures each drawing reveals the different qualities and
characteristics of each trg@007). Theseédrawings’ more closely resemble the mark
making process of David Millergntitled (Visual Sonnet Sequencé@he different

physiology ofeachtreeg its relation to the windpens and paper is recordaeer a certain
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periodof time. These traces are timg in the same sense as MilleUsititled (Visual
Sonnet Sequence)n contrast to the photographs | composed, Knowle’s pieces are the

result of the direct influence, of a tree, as maikker, in relation to the page.

The question generated by these works (those of Knowles and Miller) is, ibtigese
writings, what is their significance to the reader? My answer returns me to Mark
Johnson’s account of the overlap between sensorimotor processing and its relation to
abstract thought. As | haestablisled, in the section of this thesis entitled ‘Framing’,

there is garallel processing that occurs within the brain when sensorimotor activity is
carried out and when abstract thought is performed: both activities take placetigthi
same areas of the bmaibut the level of activity that occurs in abstract thought is a
redudion of that generated byensorimotor performance. Johnson’s use of Rofiter's

fMRI visuals(2001) demonstrates the extent to whatistract thought uses the same areas
as sensorimotor performance. These pictures illustrate how thought ghostsragosor
activity. Theseresultsare used by Johnson to support his account of the intermodal
function of metaphor: to say something is painterly, or to see something a&slpaint
stimulates the same areas of the brain as are activatedebsctivity ofpainting. Abstract
understanding thus returns us to sensorimexperience: we understand these words
through our body. | have held a paintbrush in my hand and have dipped it in inkrand /
paint and made lines with it across paper. The expression of these lines thabhlea

paper is related to the activity of making while not being reducible to it; the trace outlasts
the action. Tese lines present a graphic expression of this interaction, a trace of the
continuous process now terminated. What we read, or re-live in a visual appreciation of
these marks, is amnderstanding of how the ink, brush, hand and page interact, of how they
were performed and how we might reperform thdrhis understanding of the relation
between markmaking and sensorimotor experience invokes John Hall's definition of
‘Performance Writing’ asdll word writing that finds its way into performance or, through
words, provides the memory of performance fopedermance’ Thirteen Ways of Talking

About Performance Writin007:33). The gestural quality these traces mark incites a
physiological empathy: an imagination of what it might feel to make these lines, a ghosting
of their production.

% Tim Rohrer’s studies on the neural foundation of conceptual metppésent suggestive neuroscientific
evidence that appear to corroborate Mark Johnson’s claims. However, as hpsebeers)y noted of
related research, these findings are, so far, inconclusive.
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Alistair Nooris earance 6 (for mouth, throat and lip@) Cobbing, 1998) provides an
interesting point of comparison. Noon defines his work according to ‘a continuum’ that
runs from the predominantly visual emphasis of ‘scriptions’ that ‘use text dike>gigns

as heir material’ to the phonic emphasis of his ‘phonetic compositions’, which employ
‘both alphabetic and noalphabeticsigns to denote specific sound’ (1998: nHe
acknowledges the performance potential of scriptions and the ‘visual impact’ that his
phonic compositions might have, but notes that ikinot the primary intentior{1998:

np). Noon locatesarance 6 (for mouth, throat and lipg)text made up of eleven,
variously textured, pencil lines (approximately 14.5 cm long and 0.5 cm high) that run
horizontally across the page (with approx. 1cm between each linegoaath the other,

as being ‘[sJomewhere in the middle of this continuum’:

the text has visual impaand is abasis for improvisation, within a fairly strict
framework. | read the poem linearly: the lines on the page become lstesd
breaks in the lines on the page are caesuras in the sound-lines. Shade can imply
volume, dese pencisquiggles rapid short sounds, longer pelicds extended
sounds. Height of the pencil-lines in relation to the background can imply a
deviation in pitch from the monotone which the straightness of the lines on the page
seem to denote. An improvised reading of this text takesunt of these factors
without attempting a 1 to 1 relation of sign to sourtbe-text is an aid to
performance rather than an object to be decod&@98: np)
Noon understandsarance 6 (for mouth, throat and lips$ performative interaction
betweerhuman body, pencil mark and page. The textual situation occurs at the point of
intersection between page, line, ear, eye ‘mouth, throat and lips’. The human body
organises these lines into soufrdads’ them, in a mental or physical performance.
Thehuman body, and its relationship with its environmerterd the script of the page in
performance Accounts of reading as performance of this type are complicated when it
comes to reading the marks made by a tree, howev&TAONE TONE$L974)Paula
Claire notesin a way that compares to Noon’s account, that, ‘During 1972, while
interpreting pieces like Bob Cobbindgl® Shakespeare KakiudithandMary Rudolph’s
Chromosomed got used not only to improvising to deliberately ambiguous letter forms,
but blobs, smudges and dashes amongst these letter patterns’ (1974). She goes on to
explainhow her performance & TONE TONE®, similarly, improvised in relation to the

physical impression of stones, as a combination of black and white lines, dots and blobs, of
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various size, on tleepage. This method of performing writing presents one possible

method of reading tree marks as text.

Another method is suggested by my earlier argument of the relationship between human
and tree lines. In the sectionukhan’, | argued for the cognitiafter Maturana and

Varela’s account of cognitiomglationbetween human and othgranhuman life forms

that arisesn relation to physical structural similarities. If imagination ghosts physical
experience then human experience of ‘limbs’, as in for example the stretched arm reaching
towards another body, might be recruited in order to approach an impreskranaies,

or tree ‘limbs’,stretcling across to those of another tree (as picturédigares 17 & 18§.
Similarly, the experience of producing lines with pens on paper can be recruited, in
combination with an experience of the movement of tree branches in the wind to
approximate an understanding of how the lines of KngWleee Drawings’ were

produced. Thus a conceptual understanding of tree lines carnlde’ marks made by trees

Is continuous with a combination of embodat environmental experience.

It is important to clarify here that this practice is n@nthropomorphism.
Anthropomorphism sustains a belief in the human separation from environment that is
incompatible witithe argument, which infuses this thesis, of continuity between human
and otherthanhuman organisms. Certainly it would e errorto reduce the whole to the
functioning of any one part in any simple way, but it would be equally reductive to deny
that the part can tell us nothing of the whole to which it contributes and by which it is
informed. As N. Katherine Hayles notes, ‘[tlhe body is the net result of thousayekssof
of sedimented evolutionary history, and it's naive to think that this history doeseuit aff
human behaviours at every level of thought and action’ (1999:184). The continuities of
cognitive structuring that arises from continuities in physical strungji@nableus to
approachan understanding of things other than oursehges result of the fact thab a
certain extent, we too are other than ourselves. Thus, by way of metaphor, the
transformation of one thing into another, in the form of both ghysind conceptual
evolution, human cultural growth, developing as integration with environmwamgtitutes

environmental understanding.

However, a tree need not only be understood as performance when performed by the

human ‘reader’. The tree itselfli®th reader and writer in relation to its environment, as |
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suggested earlier in my reference to the growth of the tree branch as(sogavesl3-

16). Figures13-16,Miller’s Untitled (Visual Sonnet Sequenee)d Knowles’ ‘Tree

Drawings’ are all conseled as ‘the work’. What is different in Noon’s piece is that it is

an aid or prompt for the work, a score rather than the work itself. The work, for Noon, is
the performance of the mouth, throat and lips. The work is in the body. So too we might
regad the tree as the work, as both performance and trace of performance; both mark-
maker and page within the larger page, or context, of its surrounding environment. Of
course, tree lines are not formed in the same way as pencil lines or ink bruslaed oy h
paper. To return to Ingold’s taxonomy, tree bark is lined with ‘cracks and creases’
‘ruptures in the surfacélsemselves’'2007:44) Tree branches, raxtleaf veins are partly
traces:thetraceis any enduring mark left in or on a solid surface by a continuous movement.
Most traces are of one or other of two kinds: additive and reductive’ BlR)these traces

form, in the case of tree branchesad#isreadlike residue of cumulative cellular growth not
through the more resistasuirfaceof soil or earth (unlike roots) but the less resistant

medium ofair. Tree branches are not quite threads though eithehread is a filament of

some kind, which may be entangled with other threads or suspended betméeempbree
dimensional space’ (41). Tree branches are solid ‘filaments’ on a much grander scdle than t
filament of a spider web, for example. And, unlike the spider web, tree branches are not so
much ‘suspended between points in three-dimensional space’ as they are protrusioreeinto th
dimensional space, supported by a trunk (another protruding line) that emerges as a
transformation of solid surface (earth), gas (air) and liquid (water) into tree. The lthes of
tree form as a collaboration between line (tree) and surface, or ‘page’ (enviranfent)

Ingold notes, lines, as in the instance of trees, can also be understood as surfaebsthems
(as in the cracks and creases of tree barlgaf too is largely constituted by its ‘threldet’

network of veins.

DianaLynn Thompsorsuggests the relatiship between pine needles Jiagar

formatiors, and writingjn her arrangement offfousands of pine needles pinned to the
wall' some of which seem to be frozen in mid descent towards ‘a large white bow! full of
black ink’ below {(ncunabula 2001) Hersketchboolks filled with drawingsof pairs of

pine needles organised in a way that suggests script, reminiscent of thelieipbrs

scriptal mentionedearlier inthis section In my own development of this thinking |

produced a series of texts mdearranging pine needles on the photocopier.
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Fig. 19 Pine (1) Fig. 20 Pine (2) Fig. 21 Pine (3)

The photocopier produces page impressions of these needles according to how they are
placed within the machine. These texts are page and ink expressions, or readinens, t
situation of the pine needl@sthin this machine. The photocopier in some way reads,
transldes or transforms, one situation into another. Just as the photocopier ‘reads’ and
‘writes’ animpression of the pine needles so too the reader ‘reads’ and ‘writes’ these blobs
and lines (the photocopier was a tool much used/hbiers Forumpoets)eitheractively or
passively with both body and, as a result, her mind. This reference to the photocopier
returns me to aonsideration of the photograpfigures 13-18)as a trace of a comparable
transformation, and, circuitously, to Torop’s accoofriranslaton.

To recap, | argue, at the start of this section, that Torop’s account of translaion as
process of draftnaking, ofthe translation of one text into anothierany form (or
combination) of textual, metatextual, intertextual, or extratextual translptesents a
physical expression of the intermodal character that Johnson argues, isvdedirtiuman
perceptiorand the cognitive process of metaphor. Tongies a step in the same
direction His reference tdRobin Allott’s®’ claim that ‘®miosis in some senge

perception’ {994,my empasig, leadshim to talk ofthe ‘perceptual unity’ of human
culture(2003:280). This reading of the perceptual nature of translation, or, according to
my application of Johnson, metaphor, coincides witdituvhna and Varela’s view of
cognition:

[...] every act of knowing brings forth a world [...] All doing is knowing and all
knowing is doing [...] Bringing forth a world is the burning issue of knowledge [...]
this bringing forth of a world manifests itselfatl our actions and all our being [...]

%" Robin Allott's work focuses on the relationship between phenomenolgditasophy, specifically that of
MerleauPonty, and neuroscientific accounts of the embodiment of language.
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there is no discontinuity between what is social and what is human and theirdaiblog
roots. The phenomenon of knowing is all of one piece [...]. (1987:26-27)

The perceptual unity of human culture must therefore be ‘of one piece’ with nature by
virtue of this infinite process of exchange between and within organisms and
environments. Human perceptiomsde upf, or supported by, the ‘distributed’

perceptual exchange between media that Torop dubistinge process of total
translation’(2003: 271) i.e. culture. But this translation process does not stop, and cannot
be stopped, at the margins of what is considered human culture (if these arkeargn
discernable). This process of exchange and translation, of metaphor, and metamorphosis,
by virtue of which we incorporate othémanhuman entitiesand they us, and the
accompanying corporeal (and conceptual arising out of this) knowledge ofatsabéhnier

than our own, is one that occurs between all mateviedsgre of it rather than it being of

us. Thus, the suggestion runs, every individual is engaged in a continuous process of
textual, metatextual, intertextual and extratextual translation in their absorbed metaphorical
processing of the material that conges their world. The photocopying machine inks a
translation of a situation onto paper forming a text in a way that is comparable to the
perceptual processing of the human individual transcribing the world. The page tésit wri

this human processing comparable to, and some sense is (as it is ‘afthe world.

My aim, in developing a reading and writing with a tree was to deslating where

both line and page were expressive of tree, so that there was no prioritising of ¢at line
the uman line) over the other (the tree line), or surface. So far | have documented my
research into the relation between human and tree-makikng and surfacingnore
generally. In what follows will discussthe verbal dimension ahis research into human
and tree line and surface interactiofo return to my consideration oh‘mist’, earlier in

this sectionmy concern was to combine the mankking and / or surfacing of a tree with
the syntactic composition of human language to create a hybrid composition shedt wa
once, and more immediately expressive of the relation befweémtree and human in

language.

| began to make headway in this pursuit at the very beginning of 2011. This period of

research is covered by therough skouldindog’. This sectionof the research stesfrom

an automatic writing»ercise in which | read texts such as Al@swald’s ‘Pruning in
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Frost’ (2007:3 or Zoé Skoulding’s ‘Through Trees’ (2004: 29-36) in the orchard, by the

tree. | had become interested in the place of reading and how this affected the poem. It
was easieto become absorbed in the poem as read inside, but once it was read, or listened
to, in an outdoor environment related to that described in the poem | often felt the
experience of that environment jarred with the poem, or vice versa. | was interested by t
reaction adhering to Johnson’s view of the cognitive significance of emotion (2007:65),

and determined to develop a form of writing that did not present this jarring sensation i

my work with this tree.

| began writing responses to these readings, most notably in the case of Skoulding’s

‘Through Trees’ (sedhrough skoulding 109. | felt thatthis form of automatic writing in

response to another poem in the environment of this tree was a way of tirdagh
both tree environment and poem. On the back coveyedilink (2010b) John Cayley
praises Harry Gilonis’ work as a translator, as someone who reads and woibegh thr

others:

knowing them knoimg ( their ) words

traces after  they have / we haveleft

proof that we may read

best by writing through others
There is a sense, in Cayley's piece, that writing through someone else’sb&oouses a
meditation upon and / or a focussed extension of these words. The translations published
in eyeblink (2010b)are ‘guaranteed faithless-waitings, reworkings of 64 poems by
eight major poets of the Chinese T'ang dynasty (618-907 AD)’ (back covems|dtian
here is overtly transformative. Cayley’s words suggest also that perhapstevbest
when writing through others. This was certainly my hapat throughmmersion,in
writing through the words of Skoulding in the environment of this tree, my writingdvoul
emerge shot through with traces of both Skoulding’s words and a deeper sense of tree.
However, | was not only interested in the development of the séritke poem on a verbal
scale. | was keen to develop a method ofimgithat physically referencethat physically

contained, or evidenced, fragments of both tree and (for example, Skoulding’s) poem.

Gilonis’ Reading Hdlderlin on Orknegrovides a usful reference as the result of a similar

enterprise. Gilonis emphasises that his engagement with Hoy was not a ‘proper’
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engagement, by which | understand that it was not an in depth or particularlyddetaile

engagement, he then qualifies this assertion with the following acknowledgement:

That said, |1 hope I've been honest in reporting what | saw; and in my enthusiasm. |
was in fact in a very quasibjectivist, truthto-materials mood when

writing/drafting the poem; walking west of Moor Fea near the ‘Bafrhight’ that

drains the Loch of Stourdale south near Flingi Geo, | wrote a note about the
coldness of the water. Given that it was November on Hoy, | was, | think, right to
infer this; but honesty would not permit of that. So | clambered half a Kiterag

my route and sacrificed, unnecessarily, a good 100 metres of altitude; arahaient
dipped my fingers in the burn.

It was cold. (2010a: back cover)

Gilonis’ text employs a typological referencing system to distinguish between the words of

others and his own:

Words and phrases boldface are derived from Holderlin. Other nods go to
Theodor Adorno for the essay on parataxis and Holderlin’s late poetry; to lan
Hamilton Finlay for Orkney Lyrics; to the singing of Talith MacKenzie, once of
Mouth Music, and to Hugh Marwick’s magisterial The Orkney Norn (qv for
tullimentan- ‘scintillating, twinkling’ and gee- ‘a narrow gully with the sea at its
bottom’). (2010a: inside cover)
Gilonis marks words used taken from Richard Seiburth’s ‘wonderful Princeton paperback
of Hoélderlin’s Hymns and Fragmerits bold, and referencelan Hamilton Finlay, Talith
MacKenzie and Hugh Marwick italics. Adorno’s influence is evidenced in the
syntactic arrangement, but there is no obvious referencing system that evidences Hoy’s
presence / influence in the poem (in excess of the standard referential capacity of
language). What form of referencing system might | employ in my owhk tkat would
register the presence / influence of the tree in a physical wainhi poem?My initial
answer was to leave these texts on the tree or in the tree’s immediate viomitye 13
January 2011, placed ondext on the tree (Figure 2apdone text on the grass beneath
(Figure 23) On the & January 2011 | had plad an automatic writing ithe buckethat|
had placed beneath the tree in which to collect rainwater, tree matter and Bigpies
24), by the 18 Jan it had already begun to significantly decompose (or ‘reform’): this is
what | hoped for all of theekts. | documented the transformation of each of these texts in

relation to their respective environments. The breakdown of the textsgraisand in
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thebucketwas quite rapid. The fragmentation of the text on the tree involved more

authorship on my part than the fragmentation of these other texts.

Fig. 22 On Tree Fig. 23 On Grass  Fig. 24In Bucket(1) Fig. 25In Bucket(2)

On 14" January 2011 | decided that the text on the tree looked too much like a billboard
and that | would therefore ‘assist’ its environmental decomposition by teang it
fragments. The paper was soaked through with rain and so it tore easily along its
weaknesses more than being guided by me, and certainly with no conscious thought as to

howthe resultant text would read (se¢erough skoulding log entry for 14" January

2011). I recorded a reading of the resultant text and was happy that the audio recording
registered, in the gaps and pauses, the influence of the body of the tree withinabigcsynt
arrangement of the resulting (audio) text. Once typed out, however, the influence of the
tree on the syntactic arrangement is manifested, once again, by the blank space of the pag
The photographs presented the tree’s body as visual (ink) text. But both of these
transcriptions / transformatiomgere ultimately uratisfactory, as | sawothas beingnore

expressive of othdhantree materials than they were of tree.

| developed this fragmentation technique with the writings of other poets and tiuitaa si
typographical referencing system emerged to that used by Gilonis: every text had a
different typeface. The text fragments used in this exercise were Harry Gdgaldink
(2010a) andReading Hoélderlin on Orkney(10), Alice Oswald’'§ he Thing in the Gap-
Stone Stil€2007), Maggie O’Sullivan’8ody of Work(2006) and Sarah Riggshain of
miniscule decisions in the form of a feel({@§07). My own textual fragemts were
handwritten. Unlike the tearing of my own text the fragmentation of Gilonis’ a(@ssy
Riggs’ and O’Sullivan’s work was deliberate. | chose the fragments fror waks that

best ‘spoke’ to me of my experience in this environment. Thiddgpmal referencing
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system is of course ‘invisible’ in the audio recorded readings of these fraggnigoth tree
presence and words of other poets are spoken in my own voice. Although the presence of
the tree is ghosted the sound of the wind. So too the words of selves other than my own
are sounded by me without sounding as my own. Bulifferencebetween my own and
other writers’ words was becoming harder and harder to distinguish. This process of
reading and writing through the fragmentation of other texts over the body o&thesni

the resultant audio recordings and printed page texts provides an instance of what Torop
calls ‘text processuality(2003:280) This process was an endless dnadtking with no

sense of final’ text. Or if therwere final texts these were offshoots or sidelio¢ise

main impulsion of the project. My own writing style was developasga result of this
reading and writing through others (human and oth@nhuman) in both material and
syntactic terms. Themergent compositional process manifests the distributed and
emergent ontology of tree, human, page, word and resultant (as amalgam of ak)f the

text. But the dominance of the page in this amalgam was persistent.

Early on in the progress of this research | was producing texts that wetlg cgrcerned
with the presence of human and otberhuman bodies in the form of a written text.
understood the humardly as that which binds us firmly to the animal kiogdand the
otherthanrhuman world, so often identified as ‘naturé’'was trying to devise a way that
tree, as emblematic of this form of ‘natym@ight signify more prominently in the text
making process but | was also interested in the significarbedies’ more generally, be
these human or other-than-human. | wanted to develop a form of writing in which
corporeality, the stuffthe matterpf our existence coulde celebrated as a significant
component of language, as the research of both R2000; 2003) and Johnson (2007)
affirm: the significance of mattethe meaning of the body (whether human or otherwise),

is fundamental.

83



Fig. 26 In Snow  Fig.27 Ash Cameo Fig. 28 Grass Page

| played around with the shadows my body cast, on trees, grass an(Fames26-28).
Shadow is the negative imprint of a body registered in its surroundings as a digtpnti

of (sun) light reflected on a surface: a shadow is a light cut out. The shadow is the
cumulative result of the relation between body, light and surface, or environment. This
cumulative effect was one that | was aigito achieve in writing. | was principally

concerned with presenting the affect of the tree in a material way within the poem, but this
desire was the result of a more general concern with the disenfranchiserthenbady in
writing. In the title ofthis research there is an absent, but implied, person, who reads and

writes with a tree. The embodied presence of this person within writingnacsa

concern as the material presence of the thle@as for this reason that | included a
fragment of Maggie O’Sullivan’s poem ‘(for my mother‘(like noBODY at all)’
(2006:87/88) in théree text

Fig. 29 (20/01/11) Fig. 30 (03/02/11) Fig.31 (02/11/11)

This phrase appears twice, once at the bottom of the first page and once at thkedop of
second page of the poem in the second section, ‘More Incomplete’, of Maggie
O’Sullivan’s A Natural History in Three Partsollected inBody Of WorK2006). The
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capitalisation draws attention to the presence of this word ‘BODY’ even as its signifying
capacity is negated by the word within which it finds itself ‘noBODY’ and themdga

its written manifestatiorspeaking of the absence of a BODWYho, despite ‘being covered

in mouths’ (1999:79), according to Cixous, is absent in the language of the printed text.
This woman’s body exists in a complicated amalgam of absent presence, where the written
text invokes this body by way of reference that is also displacement. The body of th
mother is thus dispossessed by a writing that declares the body’s inabsltgak for

itself, whilst mourning the semiotic abseraféhe mother’s body that is not incorporated

in the page. In signalling that this body is not ‘like’ its written manifestation at all, the text
speaks of its failure to represent that which it is not present, even as it maintains some
effort of comparisonBut it is not just the inability to signify bodily that is a problem

within this text. The problem of signifying singularly is also an issue.

wish WE.
(couldWE not)
(O’Sullivan, 2006:88)

These lines follow the second utterance of ‘(like noBCa»4ll)’. These lines gesture
towards the immersion of the self in a grouge’ - whilst also including a reference to
the selves who do not speak this ‘we’, since ‘we’ is so often spoken by an individual,
speaking on behalf of a group. Here, for eglanas readers, we articulate a ‘we’ that was
not ours to begin with. There is a mourning of the dissolution of the self amidst a mass of
others, among which it is a part of ‘we’, and a mourning of the inability of whiclseler
speaks to articulate, fresent or presence, these others. What is wished for is both to be
with and among wish WE — and yet not to be articulated as such — (c@vidnot).
There is no question mark after the second phrase but the phrasing suggests theypossibilit
of a question — could we not? The desire is ambivalent: appearing to wish to be part of this
accumulation of bodies whilst also wishing to signify bodily, with all the accompgnyi
implications of physical specificityThis phraseés followed by the suggestion, through the
relation of underlined words thalVE/AFTER DARK...cari:

WE
AFTER DARK
floor sag Day/Bet Rose can tenderness, can tam, (88)

The dark can diminish the sense of separation that isolates the self so that aanother

female body, can beote‘Mammal without end (88), both exalting in and troubled by
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this endlessness, rounded up, punctuated as it is, by a full stop. So this poem expresses tt
distributed emergence of a woman’s body within and among the bodies of those that
surround her, these other human and ntleas-human bodies that are part of her and of

which she is a partAnd yet all this emergent distribution is expressed in a form that does
not reflect, that does not overtly manifest this amalgam of human andliodimdraman

bodes. The materiality of this amalgam is silenced by the pdde: Art of Silence (88).

This final phrase of O’Sullivan’s reminds us that silence is an art form, and ag &ich i
expressive. So too the blank page is expressive: the page speaks, as the body does, the

trouble is whether or not this language is recognised, heard, or understood.

O’Sullivan’s phrasing acknowledges the complexity of the relation betweesngeeand
authorship, existing as we do by virtue of a variety of physical and conceptigshsybat

extend before and beyond us, that have formed us, that we take part in and contribute to,
individually and collectively, but within which your particular presenag aility to

speak for yourself, by way of and among others, is always compromised: ‘gaalinays
constructed, or presumed, in advance, and yet called to respond, because not yet known.
want to return to the material presence of both tree and human bodies (among others) in th
page by way of a continued discussion of the distribution and emergence of thesetbodies a
a syntagmatic level of writingln what follows | discussZoé Skoulding’s ‘“Through Trees’

in relation to a fragment from Virginia Woolf& Room of One’s Owmnd Alec Finlay’s

Mesostic Herbarium.

[...] a shadow seemed to lie across the page. It was a straight dark bar, a shadow

shaped something like the letter ‘I'. One began dodging this way and thattho catc

a glimpse of the landscape behind it. Whether that was indeed a tree or a woman

walking [...]. (Woolf, 1993:90)
When 1 first came acros®é Skoulding’s ‘Through Trees’ sequence | understood this
‘through’ to mean ‘by way of’ trees. | believed the title to express dongeabout the
composition of the poem. | understood each column of words as a shadow of a tree. Each
trunk was made up of a column of words expressing how the tree, as a poem, was forged
from a complex combination of elements containing both so much more and so much less
than a tree. These expectations express more of what | understood thesesdark bar
suggest — the letter ‘I', a tree trunk, a distant human figure — than they do with @ refadin
Skoulding’s poem. | reference this in order to declare some of the ground from which my

reading of this sequence growg/hen Ispoke to Skoulding about her sequetid
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February, 2012), she told me how its composition had been influenced by walking through
trees. Immediately | realised that this ‘through’ was not the ‘through’ that | had initially
understood; it was ‘through’ as in ‘between’. This sequence had grown from a very
different starting point in her conception, to the one from which it had grown in mine.

This was therefore a series of poems primarily about the human | movingheiwe

through trees. It is about trees moving between or through (within) the human self more
than it is about the formation of this poemvgy of trees (although the two senses are
linked). This made a lot more sense. | had been puzzled that trees seemed s@lgeariphe
a sequence that seemedannounce itself as being made up of trees. The poem was much
more about the extent to which moving through trees affectsutimanand the way in

which they infiltrate her thoughts, interrupting or igniting the self as staxkpipast and
present experience. These columns of words are less expressive of the trumdsstbéatre
they are of the spadmtweertrees— a human experiencethe experience of being

‘between’—a place where we all walk; where the artist utters.

Each bar of words is a snapshot of this ‘between tree’ space, as inhabited by, thiegube

into a word sequence on the page. But, as expressions of the poet’s journey between, or
through trees, they are also expressive of the environment that lies betwedrettes
whether the poet is there or not. Indeed this sequence habitually blurs the boundaries

between entities shat in the opening few lines —

circled by gull

shrieks slicks of

mud sucking at

feet banded sky
- it is unclear who or what is ‘circled by gull /shrieks slicks of /mud’ ort‘fended sky’
(2004:31) The effect is dizzying. There is no stilipt within which the reader might
orient themselves, in an effort to understand, or identify with the landscape being
described. The sky is at your feet, in slicks of mud. | presume the opening verb to
reference the ‘I of the poem, with whom | am ready to inhabit (dwvadmt) for the length
of my reading. But there is no ‘I’ in this sequence, or no ‘I’ declared, other than thaf bars
words that speak of both themselves, and me, as ‘you’. The reader is not sure who, where

or what she is, until ‘bldctrees’ emerge in the fifth line:
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circled by gull
shrieks slicks of
mud sucking at
feet banded sky
black trees this

These black trees suggest a stable point about which all else spins and sucks. We are bla
trees circled by gull shrieks asticks of mud that suck at our feet, feet that seem also to be
in the sky with the trees. Or we are ‘this’, the indeterminacy sustained by the tree’s
environment, as by the tree, and the poet, and its ambivalent function as adjective, adverb
and/ or pronoun. A more personal point of contact is proffered in line 9, when we are
addressed as ‘you’. This address is a call to identity. This ‘you’ withfitected sense of

‘', and its impersonality (like nobody at all), steps closer.

Apostrophe, the mode of address that speaks to a ‘you’ that is never there, is botlrcnostalgi
and hopeful. Itis a Janus-faced mode of address, speaking to a past, both present in and
absent to the speaker, in the hope that it will somehow hear and in hearing persist, or prove

its persistence in being spoken drmal heard. It hopes, in the future, to presence the past.

water jolts foot

steps closer you

have to go with

what’'s coming
The present is a hazardous balance between a future that ‘steps closer’ tathidhose
foot ‘jolts’ in the balance between the sucking mud of just a few moments ago aits‘wh
coming’. There are no hand rails here, no punctuation other than the aposteoplaek—
to register absence and belonginthat, in telling us more about relation than identity,
expresses an attachmend belonging — to absence. Absence belongs in the very heart of
‘you’, as the spaces within each dark bar imply. This absence allows sense to emerge. Iti
in this space ‘between’ that relation is eststidid. But this is also the place where things

fall apart.

Each poemn Skoulding’s sequence, each ‘straight dark bar, a shadow shaped something
like the letter ‘I” that lies across the page, repeating itself (as a narrow thirty line sé;uctur
each linecontaining between 12 and 16 characters, excluding spaces, making up between
two and four words per line) as a stable typological construct whilst maintaining
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linguistic and syntactical diversitieaves the reader with the revers@igssion of

Woolf's observation, quoted at the start of this discusskather than attempting to

dodge the overwhelming determinacy of these columns in order ‘to catch a gtifipse
landscape behind it’ | regard these ‘I's as landscapes in which |, as a readerauid a 'y
am willingly involved as authorial agency. Understanding of the situation is not to be
found outside or behind an ‘I’ that remains unchanged but within the landscape of each
dark bar.Each dark bar is made up of a language laced with referencéhtgdaoand I,
where neither is ‘literally’ bound to their exact letter arrangements but whose sense
exceeds the literal, by way of metaphor, to return to Johrisaah | is a registry of the
landscape it has walked through; each | has become ‘anotheghisach treés This
fragment announces the metaphorical exchange intrinsic to the confluence adraggani
and environments by which we are all informed. Each of these poems, each straight dark
baris shot through with traces tees, as paper poem,lemuistic registry of exchange

with trees, as articulated by a human that shares DNA in common with thehzeszseaks
of. Thus we find, in each of these straight, dark bars, both trees and women walking.
Syntactically this poem registers the intenebe between organisms that | have discussed
in more detail in the section ‘Human’. It offers little assistahosvever, as to how to
construct a text that is, more obviously, a material amalgam of the bodies of bathdre

humanin text Alec Finlay's work moves more obviously in this direction.

Finlay’s work with the Yorkshire Sculpture Park (documente@viant-Garde English
Landscape2005 and on higebsite 2010)plays with poetry forms that explicitlxceed

the format of the page and / or book. He has held humerous renga days, held on a renga
platform in the Yorkshire Sculpture Park, or elsewhere where participants coapos

shared writing (2005b) made up of the lines of different contributors. ndadi

specifically attributed but all the names of the participants are referenced in some way as
part of the work. | attendemirenga dayn the orchard of Cotehele, a National Trust

property in Cornwall (April, 2010). On this occasidme renga masters were Paul

Conneally and John Hall. ¥ideo (Full Bloom Renga2010)was made of the reading of

this renga in which each participant reads a verse. Although the compositional pfocess
this rengawvas very much an exercise in writing between different (human) bodies in a
specific environment there was little involvement of the materiality of these bodies or their

environment within the various material compositions of the text.
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The agenda of Finlay’s ‘proposal for a cornfield’ was much more mateaialbyjtious. A

field was ploughed and sewn with corn. This field was also sewn with poppy seeds
arrangedalongthe letterines of ‘ALIEN YIELD’ (2005a: 5455). The concept was that

as the corn angdoppies grewthese words would be revealed, although how readable they
would be from the ground was uncertain. Unfortunately the poppies did not grow as
wished and the letters failed to emengé¢he field: the moréhan human text triumphed

over the huran text(2006; 2007). The project was then taken in a different direction; the
corn was harvested and used to matead(2005d) which bore the stamp of this failed

poppy text.

Finlay’s Mesostic Herbariumvas a less ambitious project but one that overtly included the
material presence of the mettean human as part of the tedlesostic Herbariunms a
collection of mesostic poems written into the names of trees to which they were then
attached in Yorkshire Sculpture Park (2QG8) part oPropagator(2003-ongoing).

Finlay’'s project remodels the herbarium around the environment of the tree rather tha
subjugating the tree to fit with the indoor environment of the printed page, or book. The
pages in this pject are metal plaques. But the edge of the plague is not clearly the edge
of the poem. The tree is understood by Finlay to be part of the experience of the poem i
the environmental overlap, or experiential coincidence of ‘you and the tree and the poem’
(2005c¢). In an auto interview with Davy Polmadie (a pseudonym of Alec Finlay),
however, he states that these mesostics ‘don’t belong to a particular place, a clearing or

view over the park’ they have a mobile existence.

Though it is good to ‘plant’ or fix the poems and give them a place to belong, when
you read them in their particular corner of the landscape you take in the
surrounding®s a matter of course the poem doesn’t need to comment on this.
After all, you and hhe tree and the poem are thegfQ5c)
These poems have a very varied existence, they exist online, in books and as plaques
attached to trees in the Yorkshire Sculpture Park (although some of these havemow bee
removed). Although the tree exists at the fringes of the mesostics in thekseitws not
materially integrated within the text and the compositional process has not bedy dire
influenced by the trees in any way. The material composition of the text reflects Finlay’'s
statement thdt think sometimes we forget how little we're actually belonging to, aware
of, or within things, places; we sometimes say that we're aw#hestriee the poem is tied

to, but actually we're listening to words in our mind, within a woddes that make
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sense?(2012). The distributed and emergent elements of this work are more to do with
their verbal composition and their different media manifestationstittegnareto do with
the material manifestation of human or mtranhuman bodies as composite textual

eements.

Finlay’s use of the mesostic is illustrative of this: ‘Pick a name and then grow your poem
around it. The names [of these trees] make stems and the chosen lettersviaiy gro
branches’ 2005). Finlay writes that these mesostics are ‘growarps’; poems that are

‘bred on existing word-stock’:

Another
sPartan
Pips
Like
mablEs (Finlay, 2003ghotograptby Morwen Gregor, @03)
Each letter elicits the genesis of a new word, invoking words other than thiSpeeta
invokes the multiple ‘elsewhere’s of his father’s (lan Hamilton Finlay) handegarden
works in Scotland, the ancient time and place of Sparta, after wiatkinlay home was
named, and his father’s feud with the local council that inspired this name change.
‘APPLE’ provides the alphabetic building blocks to reference the complicateftqast
which Finlay’s work springs. As Finlay notes, these mesostidika mini
autobiographies (2005¢)Gilonis’ work asks ‘what / might gure/ of origin?’ (2010:l)
and Finlay’s mesostic answers: nothing. Each name serves as-agtssreor marker for
an entity, an identity, shot through with alterity. Pure presence is never an, opti
representation and imagination, abstraction and deviation are always part dfisvtat
exist. The mesostic breaks down words into their letter components in ordeisetieem
in the formation of other words, illustratingetemergent properties of language. The
fixative function of a name is splintered by the emergence of new words fromrmaaah *

letter foundation.

It is important to note that this is not how the herbarium traditionally functidhs.
Oxford Companion to the Garderentry for‘Herbarium statesthat‘[o]ne of the most
important aspects of the herbarium is to verify the identity of a plant. A herbarium
specimen, with its accompanying datgobvenancdgorigin], will serve toauthenticatea

plant (2006). A herbarium stores a sample of a plant along with a list of data, by which
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other samples can be identified i.e. classified and attributed the same or another name:
‘The accurat@eamingof plants]...] is essential for their stud{2006,my emphas). And

yet it is exactly this activity of naming that is troubled in Finlay’s splintering of the name
as mesostic, as it is in GiloniReading Holderlin on Orkneyhere ‘the bare stones / of
language’ are ‘set wobbling / by the weight / of the immienbment’ andnames [are]

like morning breezes haunted by their present absence ‘cooling / as theaumed

lochan’s / slaty watdl...]’ (2010: V). So itis that Finlay’s work undoes the colonial drive
to impose order and control on the mtmarrthuman world in hig/lesostic Herbarium

In his essay entitled ‘Poetically Man Dwells’, publishedPoetry, Language and Thought
(2001), Heidegger asserts that ‘Poetry is what really lets us dwell. Bugthwhat do we
obtain a dwelling placeThrough building. Poetic creation, which lets us dwell, is a kind
of building’ (2001:213).The tree’s name can be read as a trace of the human endeavour to
build, to formulate or formalise our relationship with this tree, in language. Intdis la
work Heidegger uses his favourite metaphor of the forest path to emphasize that his
writings are'not works but paths{(Wege nicht Werkefin Moran, 2002:219). This
emphasis on process is appropriate in this context. Finlay emphasises thiévgeasgract
of his work over any ‘final’ manifestation as theesostic Herbariuns full title,

Propagator makes clear. Tpropagate, Finlay writes, is ‘to publish or transmit, as books
do, or ideas; to breed or multiply, as letters grow into words; to extend to ergres, as
theimaginationcan create a new map of a lands¢4p@059. The Yorkshire Sdpture
Park’swebsitesustains this emphasis, making it clear that the poems in this project are
suggestions intended to activate the imagination and inspire readers to grawthei
mesostics ttough these or other words, or names: ‘The poems are an invitatton to
reader to compose their oi2012) Finlay's mesostics offex way in to the relationship
between human and othévanhumanorganisms by way of writing. This form of writing
confuses, extends, and diffuses the name and in doing so comments on the instability of th
referential capacity of words in general. The mesostic disrupts the apparently stable,
singularity of a name, commenting on #raergentind distributedeferentialproperties of
language (via the sharing of letters): no word is self-grounding, eachaist ngion the
alphabetic matrix that supports and sustains the existence of every vechédtaoh. The
word thus emerges, as | have arguret@Framing’, as a plagholder, a marker, or trigger
point for a schema of perceptual signification. In the mesostic the ‘economiiihg

(Ruthrof, 79) of language begins to breakdown. The mesostic thus presents a model of the
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interweaving of significancé® as a linguistiexample of what Torop calls the ‘process of
translation of texts (or fragments) into other texts’ (2003:271) that is conaitftthe

‘process of total translation’ that is culture. Human culture is generategtsislieof the
transformative relatiobetween presence and representation. | do not want to overestimate
the symbolic importance of the mesostic, however. This fracturing of words and the
interplay between presence and imagination arises in an extension of thehaisies of

the ‘through skoulding’ project in a tertaking with plants and apple blossom, as | will

now document.

‘Replay is an example of one of the final offshoots of the ‘through skoulding’ project
where texts were generated through the reading of other’s writing in neiatibe tree.
‘Replay’ resulted from the experience of listening back to the recor(ficgsss via

‘though skoulding lo9 | had made of reading through the written fragments lain over the
tree and looking over the photographic texts that documented thispractie choice of
words and their arrangement express this transformative process otitvansia
metamorphosis. This mutation across a range of media presents an exjgesdien of
the intermodal cognitive processing that is characteristic aiphet. And yet the
materiality of this texstill did not include the physical signifying capacity of the tree. To
remedy this | forced a selection of this and other poems onto the branches of $be tree
that the branches of the tree physically ‘brake page, protruding through the text and
altering the readability of the writinglhis was still not satisfactorgincel had been the
principal agent of this compositiorsratifyingly, however,over the days thahe pages
remainedthey began to fold and flop as a result of the rain.irfeadability was once
again altered but this time less as a result of my own agency; | had set up a material

situationin which the tree’s environment had begun to signify in relation to my printed

page.

% The placeholder or marker function of the word is perhaps made mosuslivithe form of the
hyperlinks embedded within this document. These hyperlinks present iastigaice of the word’s function
as placeholder or marker, through which the reader might access a perceptual@cherizon of
experience that cannot be reduced to the word as a discrete collection of letterspeflekiyof this thesis
present points of similarity with the letters around which the mesa=tioglevelops. The hgdinked
document, much like the mesostic form, encourages a plurality osrautéo return to Heidegger’s term,
pathways, through the text. Thus, as | have noted in the preface, the stofithis thesis emulates the
structure of the final page amee installations, botindoorandoutdoor where the textualarrative emerges
according to the particular route the reader takes.
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Fg. 32 Replay(28/03/11)

These experiments broke open the syntactic structure of the words by refornpagéhe

in a way that was comparable to the experimenWriters Forumpoets (e.g. (ed.)

Cobbing, 1992). This was developed in a mbigtrhuman direction as the environment
progressively registered its authorship, affectmgreadability othese texts However

the breakdown of the page was re-established by the documentation of this event in the
form of the photograph, even though the ink méwd&emarked the non-verbal bodies of
morethan human organisms as part of the text. This was a step in the right direction but
not a resolution. The photographs reified these events as pages, undermining thed potenti
of the tree’s body to signify apart from print, and, by extension, undermining tlee wid
perceptual capacity of the human body.

The same was unfortunately true of the blossom project. In this work | useceftagoh a

great number of text€{ark, 2008; Oswald, 2006; Gilonis, 2010a, 2010b; Riggs, 2007,
O’Sullivan, 2006; Black, Buckheit, Gardner, Goodwin, Presley, Ril&8§hearsma®@5 &

86; Skoulding, 2004). | placed the fragments between the blossom buds in the hope that a
the buds opened the growth of the flower would produce new readings of these feagment
not just through obscuring elements of the text but also through recontextualisdékien as
blossom grew, decayed, and developed into apples. Some ofrtttgeentsvere

released onto the ground as the buds loosened into flower; where they fell and how they

decayedpresented a sequence of environmental authorship.
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Fig.33 07/04/11  Fig.34 19/04/11 Fig.35 11/05/11 Fig. 36 26/09/11
Although the blossom and leaf growth affected the readability of the writiinge readig
filled in the blanks that were obscured by the tree, writing the tree out of theTtex
problem | now faced was how to develop a way of writing in which the body of the tree
continued to signify as part of the writing rather than as a temporarycalitus This

came with the advent of the apples. Having tried writing into the flesh of an apiple wi
pencilindoorsand registering how the flesh of the apple respdnd the writing
impression by developing this marking, contributing to the marking of the wasray
responsive surfacégxperimented withwriting into apple on the tree My thinking was

that if | wrate into the apples at an early stage these lines would grow with the @ppde.
process was the most successful of these experiments so far: the incisiosy neckp

of the pencil in the apple’s skin, exposing the flesh, scarred over and as the apple grew
these scarlines changed: the marks | had made in the apple were altered and extended by
each appleln this final offshoot of the practice the poem is authored by the coincidence of
both human and treety, as both readers and writefihis ‘final’ articulation is one of

apple tree as (page) environment. The evolution of this strand of the practice has been
gradual, a practical accouot this evolution is given inApple Frazz

On 23" September 2010 | was at home (inside) sitting at my desk, and, as usual there were
several apples in front of me (on my desk) brought inside from the tree. Hatheryear

| had tried writing on an ash branch that had been brivkema tree during atorm. |

found what | learnt about the wood through inscribing it with a knife or writing on it with a
pen much more interesting than trexbal articulation of thevords | marked as a result of

this process. This time, using a pencil, | wrote ‘apptettee apple. This was practice as
research: | wrote in order to see what would happen. At first there washitigon. The

writing formed a colourless indent in the apple. Shortly however, the flesh of tiee appl

bruised along the lines my pencil had indented. This bruising was both a phyasitiaire
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to my act of writing a part of the process of writing formation, and the writing itself. This
process of writing continued beyond my immediate involvement with (authorship of) its
formation. As a performance this process of marking continued beyond my involvement.
There was a sense in which the apple was performing this writing. Or, at |etaste tha
interaction of my intention, action, tool and material constituted the performance of
writing. The authorship of this writing was an expanded and expanding oegeated

this action of writing on another apple. | wroteiting’ and waited for it to begin to scar.

As it began to scdrwrote ‘writing’ below the scar There was a contrast between the state

of this ‘writing’ and that of the ‘writing’ above one reflected the past, one projected the

future of this form of ‘writing’. | continued this practicdown one side of the apple. The

result was ‘the same word’ repeated seven times, one underneath the other. Thefdenti
this word is refracted through the particular situation efgwact: thdist of ‘writing’
descends from darker to paler in colour. The physical manifestation of this \ectsre

its temporalmaterial interaction. This phenomenon is not apparent for long, however.

Two months laterNlovember 2011 my photographic record shows how the bruising

reflected the strength of my impression with the nib of the pencil more than the temporal
relation of the act. It also shows the encroaching apple rot that threatens to affect these
writings still further. ByJanuary 2011he entire apple was consumed by this rot. The

apple was a brown mess of jagged crinkles that rivalled the ‘writing’ indmméads a form

of line/ surface interaction. The marks | had contributed to making had been further
affected by the interaction between apple and bacteria (in this case, monolinia fructigena).
This whole experiment was evidence of the metonymic relation between thelgatyicu

of the individual act (and environment) of writing, and the relation of this (environmental
act to writing as a conceptual umbrella or ‘whole’, towards/within which every act of
writing contributes and develops an abstract understanding, or concept. My understanding
of what writing was and did was significantly affected by this experiment. This
understanding of writing experience was not, however, the norm as far as my own
experience of writing went. This particular, albeit significant, expeaavas not habitual.

It was in fact exceptional, and as such was (and is) up against a lot of competitien to a
markedly and lastingly, my (or anyone else’s) broader conception oiiigiritThe

dominant understanding is determined by the dominant practice, hence the foundational
importance of practice as researdhoreover it affirmed the act of writing, and the

continuing existence (and temporal development) of that writing, as a fundaautiviay
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or interactivity of environment(s): person, pencil, apple, bacteria (indoongpetature,

air quality, damp, gravity etc.). Every act (of writing) is environmental lsotktion.

This writing would have turned out very differently had | been writing on an apple on a
tree. Every act of writing on such an apple would have likewise been very different
according to the particular environmental interaction (of writing) with each apmle
example, the stage of development of each of these amseny experiments on apples
on the tredater in 2011were to show.These writing experiments became an exercise in
material deconstruction. The environmental constitutiomaodifi and ‘verb as inscribed
variously into apples on this tree, and documented over, timnifests the commonality
between ‘noun’ and ‘verb’ as materially constituted process. The life of thisgy

initiated once again by my pressing into the apple flesh with a pencil, is devélppiee
continuing environment (in excess of my immediate influence) of each apple onehis tre
Each word is a particular interactive expression of the relationship betweself and this
apple tree manifested in writind.he documentation of this practice evidences the
metonymic aspect of all representatiparticularly well as it is sometimes (as in the case
of ‘metapharand/ or ‘metonym) impossible to document the full word in one picture.
This simultaneously (and serendipitously) presents a metaphorical dectimstofithe
divisive binary relation between presence and representation. Each photograjbieis una
to present the whole word ‘in one go’. So too are we unable to perceive the whole word in
‘one go’, but must move around the apple, navigating it according to our Speaze-
perceptual limitations, remembering the bits we have just seen in order to form a
perceptual/experiential ‘whole’ (or ‘full’) impression. Our perceptiomi@m®nmentally
(brain/ body and all that surrounds/influences it) contingent, and expregstge o
interactive contingency (albeit largely unconsciouglye-cognitively). This contingency

of articulation is correspondingly expressed (and made consaioaltefforts of
representation; the intention to represent is always in competitionhgitinaterials to
represent, or articulate, themselves (as presence). Communication is dchpaifiopsest
of intentional and unintentional influence: forms of representation are as éxpissur
own perceptual capacity, as they are of that whichnéend to express, as they are of the
materials with which we create (or contribute to) these expressions. oftigates to an
account of the partial (dispersed, refracted,torreuse a term used by Robert Pepperell
(2003) in his account of the posthumdfuzzy-edged’) nature of ‘human’ authorship and

or agency.These experiméa register théransformativeinfluence of environment within
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/ upon writing and writing upohwithin environment, in this padular humar apple tree
instance. In these instances human body and tree interact to produce an expkrience
‘page’ where page is no longeflat, bleached rectangle (an inappropriaieroning of

both human and tree body) but a field of experience defined by the material patigsul
of both tree and human body and their interaction within a material-perceptuaiicsit
(Johnson, 2007:65) or horizon of experience, where felttegasignify as an important

feature of the structural composition of the text.
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NATURE WRITING REFRAMED

In November 2011 | learned how to make paper, on the Tremough Campus of University
College Falmouthvith the assistance of Lucy Morleyy aims, as stated in the acmt

noted in thePhD Practice Logwere

to develop my own knowledge, and break down preconceptigasdiag the
interaction between ‘natural’ (tree) atailtural’ (materials asxiated with, or
resultant of, human fabrication) materials and practices;

to practically integrate materigbseviouslyconceived ofis being ideologically
opposed;

to insist on the porosity of boundaries;
to use practice to overcome theoretical donsi
to practse integration;

to alter knowledge structure® understand and to develop kideslgethrough
doing andmaking;

to evidence the theothat practical action (making ambing) are as much part of
mind creation as cerebral action (thinking)

to showthat practical anderebral doing making/ thinking are subspecies, or
sulgenresof each other rather than sepanaams of behaviour;

to practse metaphor, metaform, metamorphosis;

to performreal imagining.

As such this process of paper-making (or page-making) became an important nodal point, :
significant ‘framing’ stage, withithe research as a whole. Here was an example of
addressing the key themes of this research all at ohagempting a physicaéframing

of the page so as to integrate the body of the tree in a significant way. W talviedesl

through this process of paper-making, was that | had in fact been engaged in the making
and remaking, or forming and reforming, of ‘the page’ throughwiptacticaprogresof

this research.
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Papermaking is in fact papareform. The page emerges out of the remnants of other
pagespr systemgto return to Baecker, 2007), emphasising thatpoiac earlier in the
thesis (‘Human’that no system is degrounding, emerging through the distribution and
integration of other elements. The activity of laypapes under the treerin the bucket

(filling with rainwater), of piercing paper pages with the branches of ¢leeaind observing

their graduametamorphosis relation to their environmentrée then hedge, box indoors

and box beneath the tregjere all, in their different ways a form of ‘mulching’ the page:
soaking the page in water and then fragmenting it, to varying degrees, theseghges
are reduced to (or returned to) a paper pulp from which the ‘new’ page will be (rejforme

The audio readings / writings at the tree, aghirough skouldiig’ for example, are an

interesting element of the practice to consider in relation to this mulching process. As the
body of both page and reader reform, or fragment, the words and bodies of others
(mulching) so too the recording ‘solidifies’ them, as recordings that cptaped and

replayed as stable compositipsmpositions that nonetheless contain within them the
registry of othetthanhuman elements (wind, tree, water, Dictaphone and other
technological tracgs These compositiorege then furtheimulched’ in the listening back

process that informs the construction of poems asdieplay or ‘pruning words. Where

the poem is not reformed the form ofdigital or physicdly printed page it is, in most
cases, reformed intpage by way of the photograph: the impression of human and tree
(and other other-than human) bodies is captured within the frame of the photograph, as

they are in an alternative form, in the audio recordings.

In this papermaking lused‘tree’ materialg(leaves, apple mulch, grass, lichen, moss and
rainwater gathered from on, or beneath, the apple tree in Tremough) of the same variety as
those gathered and used in the more expanded method of page / tree reform and integratic
that | had beepractisingthroughout the research so far. The printed pagesarting

text, were those of my confirmation of route document, another ‘final’ (reagbtieary’)
manifestation of idea mulch (in the forwh quotation and reference) to take the form of
printed word and paper page. | didn’t have a container big enough to make the@éaper,
mixed the ‘tree’ elements in my bath, with its ghost of the human body, and made pages
using the wire mesh and hanthde papemaking frames (reisedfrom old picture

frames) to produce flat, rectangular, physical impressiorfgssohtuman and otheéhan

human amalgam. Eaglagearchivesthe relation of these elements at a certain point in

time. Every page is a material ‘freezame of this relation. Tiese paper pages are
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(mostly)not ‘alive’. At one point,as | was writingthe pile of pages beside me began to
move, andan insecsurfaced out of the topmost page, having eaten its way up through the
pile, contained as it had been by the moss that was now drying obéemahingess of a
happy home, | imagined. No doubt thare bacteria that continue to live within these
sheetsas wel| their livespreservedvithin thestructureof the page. Elements of thige
environment, combined with those of my home environment, bath and picture frames,
conspire to produce@agestructure expressivd their material intersection: human and

tree ‘ecologies’ combine. | had chosamly to partially mulch the ‘original’ text of my
confirmation of route submission so that certain words, or elements of words and phrases
were still readable. But in this amalgam of tree and writing matéaalsground and
foregroundareneutralisel: grass blade covers word and word covers leaf, and all are
‘contained’ within (this particular expression of relation is made possibltheyyaming
strudure of the page. The page becoritiesplace ofntersectiona particular set of space
time relationspf human and otheahanhumanmaterial The page, as such, provides
symbol, or an objectificatiorof the conceptual processing, of thinking through words and
trees and pagea material ‘stitframé of the interweave ahese elements cognitive (in

its expanded sensexperience The treematterfigured is dead, and in this sense the paper
making failsaccording to the aims of this researallive presencing of tree as reading and
writing environment. Howevethese elementtill structureand informthe reading

writing experience and, in doirs, structureand supporthe formation of the selas a

form of distributed cognition. &her han the human self imposing its own structure on
that of the treé natural/ otherthanthuman world this composition is a result of their

weight, form and mass in relation to that of the papaking frame, the wire mesh, the

bath tub, and rainwater. The authorship of every page is thus distributtdthis

process in mind | want to return to the questions that introduced this research and address
them one by one, in order to ‘spell out’ the reconfiguration, or reframing, of natitiregwr

that this reearch constitutes.

How might a tree figure in / as writing without being ‘marginalised’ by the cultural
document that is the page, by its ‘other’ bleached, rectangular form, asedorfaoman
writing? The ‘final’ articulation of the practical research, discussed in the conclusion of
‘Metaphor, Metamor, Metamorphosis’, in the form of the live writing into the apples on
the tree provides a more obvious example of hibwg treeis, as | mentione@arlie in that

section,integral within both line and surface of the literary composition, or perhaps, both
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line and ‘field’, or ‘page; providesa better description. The tree, as a structure, informs
the formation of both the writing, as scarring and indentation, in the apples, thergmergi
lines that result from the growth of the apples, and the compositional structbee of
reading/ writing experience itself; the tree as a structure whose branches move (up or
down) according to the wind and the weight of leaves and apples they bear and how this
structure is approachable by way of the human body, all figure in the readingeagperi

The tree is author of the lines in its reaction to my rmaaking in the apples. The tree, as

| have earlier discussed, d¢omues the authorship of these lines so that the words | made
will not be the lines of the words readable (or not) in the apple by September. Working
with this tree, the sense of the individual particularity of every material of a word in
relation tothis tree, has infused and informed my choice of words. The experiences |
name, and reference, in human language within this work, are the result of myysdrcept
interaction, and research, with this tree. In this way the page is a tedrnousesignate a
reading structure, one form of which is the bleached rectangular sheet that normally bears
the trace of words in black print. The page, as a conceptual structure informs and
interrogates the tree as a structure of reading and writing compositios nauteducible

to the object that most obviously bears its name. The page in this way is reformed, or
released, from narrow physical definition. Not only this but practical rdseathis
‘nature’reveals the page to be as much a conceptual construct as it is a physical construct
(as much ghost as it ‘iseal’ presence}o that remodelling the physical page accompanies
a conceptual reconfiguration, revealing the page as an emergent and distributed phenomer
from the start. The page is ‘impuréhe trees ‘impure’, the ‘human’ is impureeach of

these entities is bound up with the existence of the other, this much has not changed.
However, this research has demonstrated that it is possible to reform the békamce
relation so thaha tree can becormemore formative authorial agent in the compositional
process of both reading and writing. Human growth (culture) marginalises, it that i
others, the growth (culture) of other organisms, but so too may the growth of other
organisms marginalise human cu#. This research has demonstrated ways in which
human and otha@hanhuman organisms might be worketh in order to discover more
about humas, otherthanhumars, and their relationship, through the physical composition
of a common text. It has densirated the ways in which this tree is already, to an extent,
a repository of human culture, in a sense comparable to the trace of the treleuimame
cultural document of the page. It has demonstrated that neither physicaheeptual

separation ipossible, but that it is possible to affect the balance to include ordess of
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(the affect or material presence of ) any one element in this mixture, or what Timothy
Morton would call, ‘mesh’. The tree, as that which is considered naturaketharss its

ability to mark the ‘surface’ of the page, as it is included in the patipsiparticular

version ofpapermaking or as it continues the human mark in the apple tree poem. The
tree becomes botharkmaker and page, as a direct agent and experiential presence in the
reading and writing process. The tree thus ‘speaks’ as tree within the poeyat tind

does not mean that the human ceases to speak. Indeed, this research has shown that the
human was ‘speakingh that it was physically affectg, in the existence of this tree from

its initial planting. The natural, or othtanhuman, isalwaysalready shot through with
human influence The human is always already natushlot through with the influence of

the otherthanhuman. A sufficientdefinition of ‘human’ is not simply that which is other-
than othethanhuman, nor does the reverse give a sufficient account of ‘nature’. Each is a
material and conceptual framework, or mesh, that enjoys continuities of different qualities,
quantities and variations. The orchard, for example, as Cloke and Jones observe,
constitutes a between spaifehuman and othélranhumanmaterial and cultural co

operation (2002).

What then does the page say about our relationship with ‘natuseiting? The page, as
narrowly defined in terms of the bleached, flat, rectangle, a form from whichdite

variant evolves, condemns the human relation with that of the tree. The tree, in this form
is very little more than raw material to support humiandry expression. But the page

need not be conceived as such, in fact, as | have noted above, we already conceive of the
page as more than this. If the page as an emergent and distributed, rather g@n a fix
framing is embraced within literary production there is no saying what interesting inter
organismal compositional strategiand formations might be (and are being) developed.
Whatever these strategies and formal structuringtlaeg will be expressive and

supportive of a composition that considers human authorship as just one of the agencies a
work in ‘writing’ environment. And so, in response to Bate’s (2000) argurakttabetic
writing need notrticulate the irrevocable death knell of naturen@more than itleeady

does (where nataris unerstoodsimply as that which is otheéhanthuman). This

research suggests a series of wayshichwriting mightbe revised, along with the

material and conceptual manifestations of page, to reform its relationship with that which
is natural, (therthanhuman), or, as in this particular instancee. Human writing is heir

to the numerous structural relationships between line and surface that géxisisjas
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well as within (and as a result of evolutionary relationship with) our wider envirgdnnhe
this sense ‘nature’ writes in us and in human writing. In another sense, thesudats,
and environments, with which we write are other than ourselves, and yet they can be
formed to reify a certain sense of ourselviésve are to emphasise the sense in which that
which is othethanthuman writes in more standard compositional forms, theories
regarding athorship of the environments of writing must be impraverderto express
theauthorial influence of thesaorethanhumanforms In this sens@atureis writing,

where nature is the subject performing writing as a verbbgamnitue of the fact that
natureis, as a noun in a testing of equivalence with this other neiting (as gerund)

thatalso is. Itis in the question bbw muchthat the balance hangs.

This research has been an investigation intanvgrivith questions regarding nature in
play, to borrow the structure of John Hall’'s phrase (as quoted in the initial phase oé‘Natur
Writing’, 2006:40), and of how we are to understand nature in the face of questions
regarding writing. The result of thcsossreferencings thatnothing emerges ‘pure’, but
then, it appears, it was ever thus. To conclude the findings of this researattd rébhn
Tallmadgés question, issued with regardsetcocritical reading strategietn ‘Towards a
Natural History of Reading’ (2003:282-29%llmadge observes that the current
groundswell in nature writing and ecocriticism might provide a way of reorganising
political thought (283). However, he notes, the methodology is so far insufficient to the
task:‘where are our methods to match our mountains?’ he asks (283). His response is a
practical one: get outside and use your experience of this outside world, oreie&dah’,
more speifically mountain climbingas a critical tool in aading of Clarence King’s
Mountaineering in the Sierra NevadB372). This researcluggests aimilarly practice
basedmnethodology to match the ecocritical fervour to balance human andtloémer-
humanauthorial agency, at least as faisagall scale writings gaand thus suggests one
way of answering Tallmadge’s question. Here is a method by wheakalueof both

human and non-human life forms are taken serioasknowledginghe ntersemiotic
dependencef non-human and humaystemswithin compgsitional strategya type of
writing always in excess of human semiotic intention, a type of wittiagacknowledges

its ‘wild inside’ (Woods, 2011) This is language understood according to John Dewey’s
expanded sense of language, as Mark Johnson notes,
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not merely consifing] of spoken or written words; rather it includes all forms of
symbolic interaction by means of which we indicate significant questionstrzatte
and structures. Language in this rich sense is the basis of our ability to
communicate with others, to @rdinate actions, and to engage in fruitful enquiry
through the employment of meaningful signs. (Johnson, 2007:266)
Language ‘in this rich sense is the basis ofadility’ to communicate with, and affect,
other humans as well as organisms and environments other than ourselves (although this
communication is1ot always positive). Affect is proof of the continuing communication
between organisms and environments that is the foundation of all communication and

languagemaking. However,Johnson goes on to detail Dewey’s profound sense of irony

that language (in the broadest sense of symbolic communication in genbadh is
our greatvehicle for the growth of meaning, inquiry and knowledge and
simultaneously the source of our all-too-frequent failure to capture the depth and
richness of our experience, thereby limiting our ability to understand and
reconstruct our experience. Language both enriches meaning and at the same time
as a result of its selective character, ensures that we are forever doomed to overlool
large and important parts of meaning. (2007: 266-267)

Thusthis thesis returns to the observation of itself as a partial and temporary ‘solidifying’

of material that is the result of much mulching, of human and ttlaeshuman material,

both materially, perceptually and conceptually, and is presented here, as@ wgather

of this materiglthat has many other possible configurations, as an emergent and

distnbuted manifestation opagemaking as a result of my human, reading and writing

with a tree. This thesis presents a perceptual, conceptual ancaimegénaming of what it

is to writenature.
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FINAL INSTALLATIONS

The necessary transition between indoor environments of writing, conducive to the
survival and generation of the book (the library or study, for example), and outdoor
environments of writing, conducive to the survival and generation of trees (most notably
that of theapple tree in therchard at Tremough, for examplegs fundamentally

influenced my account dhe reframingof nature writing presented the concluding
chapterof this thesis(‘Nature Writing Reframed’) Thefinal installationsof tree and

paper works indoors (in the studio) and outdoors (in the orchveedgdesignedo
environmentdy manifestthese findings.My aim wasto present a material hybrid, or
collage, ofthe interweave oénvironmentghathaveinformedthe evolution of this
research{as a material and conceptual enterprasearempirical manifestationf my

thesis that nature writinig the result of both physical and conceptual environments, and
theirrelation. These installations are environments in which the processes and products of
reading and writing are boffhysicaly and conceptually reorganised in order to share and
reflect upon the conceptual restructuring, or reformation of mind, that bagheeresult

of this research. These installations offer a spapalication of the findings of this
researchpresented imess spatially extended form within this theslis.what follows |

provide a brief description of the structure of each ofdhestallations.

TheOrchard Installation

The apple tree that has been so central to the evolution of the practical dimension of this
research provides the central focus of this installation. The woattsednto the apples

on the tree arthe building blocks of this treext, but it is late September so much of this
text has already dispersed: many of the apples have falled, some are there to be read
underfoot, others have already decayed and disappeBnedreemphasises the lack of

clear beginning or end of thiext The text begins at the point whitre readestartsto
engage, or becomes aware of being engagial the apple tree as text. As has been

detailed in the rest of thihesis the text of the tree far exceeds that of the words written
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into the apples but these words, and the text it comprises, are the most explicit point a

which human and tree organisgwincidein the act otextual composition

The plastic boxes that surround this tree text reflect upon the variability oééhe tr
environment in contrast to the more stable conditions of the archive (box). These boxes
aredesigned to draw attentioa the durability and / or fragility of materials. If the paper
texts inside these boxes had been laid out directly on the grass they would have rapidly
beguw to decay. The plastic box reduces the environmental impact of the orchard on these
works. These boxes, as environments of textual preservation, parallel the larger
environments of text preservation such as the library, gallery or museum. Offcarteds
scale the study is also an environment of text preservatsowell as a space within which
astable set of environmental conditions (homeostasis) conducive to textual composition
might be maintainedThese environments also preserve a set of social norms and / or
reading and writing conditions. Indoors the written text and the reader / areter

sheltered fronanyexternal influence that might degrade the text and / or textual practice.
Thejuxtaposition of these mock archive boxes and preserved texts with the textregthe t
aimsto exposehe way in which environment affedteffectswriting and writing affects /

effectsenvironment.

In front of the tree is a deep plastic tray filled with the pulped fragemertissoktearch,

both printed page and tree. The paper-making frame and mesh is provided for the reader t
pull through this pulpn order to experience the impermanency of the page: the reader is
able to frame, dissolve, and reframe this liquid text every time they draw therpakieg

mesh through the pulp.

The Studio Installation

The studidnstallationexplores the relationship between enviremts of reading and

writing in an alternativebut related wayHere the thesis text is displayed on a lectern for
the reader. This text is surrounded, at the base of the |lautamthe reader’s feet, by a
physical selection of the publications referenced within the thesis. This physicalisation of

the reference inelation to the thesis plays on the idea of the footnote whilst also
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emphasising the difference between the quoted fragment as it exists in the thesis and the
fragment as it exists within its intial publication. Unlike the orchard environment, here
thesetexts can be piled on the floor with no fear for their physical well-bdimgontrast,

here it is the floor of the studio that must be protected from any damage by the tree and its
related materials (here again a tree marks the epaing of the instllation) by a layer of

cardboard.

The mirroredwall of the studicffersthe readea visualimpressiorof theirreading

behaviour. The mirror presents an at once static and moving image of the page, of which
the reader, along with thariouspagemanifestations, is a parfhe reader sees

themselves reflected in a line of mirrors that also reflect the tree and the paper installation
in the other half of the studio. The wall of mirrors is made up of a series of large mir
panels stretching almosteliull length of the studio. There is a break between the mirror
panelsjf the reader stands at the lectern and looks af herself, that separates lhiser
reflection from the reflection of the tree and paper works. iShassubtleeminder forthe
readerof the more usual mural division between normal human and tree writing
environments, brought togetheerewithin thesinglespaceof a studio. The reader has the
option of scanning the thesis with the view of the @ad paper installation inoint of

them This installation is a physical expression of, and reflection upon, the formal
structure and argumentation of the thesis.

The treein this installation, is not the tree principalbferedto in the thesis, that treas

has already been observed, forms the centre of tharorinstallation. The tree in the

studiois, or was, an apple tree that was @smvn in the Tremough orchardearto the

tree that washe principal focus of this researchhe tree in thetudio is now deadlts

death presages the death of the tree that is the focus of this research. The presence of this
tree, in the studio, comments on the level of abstraction involved in any experience and / or
conception of a tree. Every experiencd aAonr conception of a tree is informed by the
conception and experience of many trees. As such it evokes the presence of the tree that
has been the main focus of this research, whilst also evoking the level of airsteacd
therefore absence of sortsat has been an inescapable part of this research in relation to
that tree.
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Beneath tetree in this installtion is an accumulation afrriting materialsdead tree

material and, presented on a solitary plinth, the bones of the magpie found in kie¢ buc
beneath the tree. [lFof these materials have played a practical part itoéution of this
research. Thideadtree material has come from a variety of trees, including the tree that
has been the main focus of this researthis material has been stored inside to minimise
decay. However, unusually, this storing has not been particularly effective since the
material is altered by the internal environment of storage. Alteration is inevitable: the tree
material cannot be preserved as it was ertrtbe, either on the tree or indooiie

effective preservation, storing, or archiving, of material is one of the crucial criteria of PhD
research.Both installations, orchard and studio, comment on the relationship of this
demand in relation to the life processes of organisms such as trees. A photograph of a tree
evokes a very different experience, and a very different knowledtgttof a real tree.

These installations provoke questions regarding the underlying kaaadémic structures

with regardto knowledge as environmental experience, suggesting that the environment of
the studio, the studgndthe libraryencourage very different knowledge experiences and
behaviours, than do outdoor environments, of which the Tremough orchard provides jus

one example As such this installation is, explicitly, an environmental experience.

Moving on from an examination of thestalledtree, a tree that invokes, is part of, and
constituted byall the experiences and memories, real and imagined, of trees that the reader
/ writer has come across in his life so far, the reader might begin to movebehge

pages suspended from the lighting grid of the studio by nylon thread and paper clips.
These pieces hang, suspended, in the air in a different, asidnjlar way, to the

suspension of the apple texts on the tree in the orchard. Although the environmental
structure is very differerthe lack of fixed start or end point of reading is comparable, as is
the structuring of the experience so that the orientation of the reader’s wholis body
necessary part of the reading process: both installations invite the reaumrettetween
thesuspended texts. In both environments the reader might lie on the floor and look up for
an alternative reading of the worhese installations make the movement of the whole
body an importanpart of the reading proces$he relation betweeanepage, or part of

the text and the next is goveed equally by thproximity and the chance attentiamhich

cannot be separated from the movemehthe reader. The reader makes his or her own

way through the installation. The reading experience that evolves from thispreome

in which the movement dhe reader’s whole self, where movement of attentEnnot be
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dissociated from the movement of the body, tredreader’'s mental and physical
observationare fused.The physical structuring of the installation thus mirrors the
theoretical observation of this thesis, and indeed the reading experieslbeadeouwaged
by the installation: that meanimgneratior(whether generated by reading or writing or

any other means$ asembodied and environment it is cerebral, or conceptual

Just ashe mirrored wall of the studio provides an occasioritferreader to visually reflect
upon the progress of their reading behaviour and the shifting situation of themgraadi
environmentthe reader is auralijnmersed in the utterances of another autttatst they
produce their own reading of this / teeext(s):a recordingpf an automatic reading

recorded live in the orchard, interweaves the sounds of orchard and studio environments,
apple tree text and thesis, as welttes paper appendicasludedwithin it. This sonic

textual environment loops at low volume in the studio.
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REVIEW OF FINDINGS

Mark Johnson, following from the research of Gregory Bateson (1972/1987), Humberto
Maturana and Francisco Vargle992), and supported by the contemporary research of
Antonio Damasio (2003) and Tim Rohrer (2001) in neara cognitive science, argues

that there is a ‘continuity [...] between our mostly nonconscious experience of embodied
meaning and our seemingly disembodied acts of thinking and reasoning’ (2007: 31).
Johnson’s argument suggests that cognitive processing arises as a resdlteffeats,

the operation of the human organism, as a whole. However, the operation and
development of the human organism, as a whole, is heavily dependent upon, and is
engaged in constant interaction with, its environment. This envirommanenable and
extend, or inhibit the growth and development of the human organisrmizdérially and
conceptually. With reference to Rohrer’s research, Johnson deaglapsount of
metaphoimas a series of conceptual operations that arise as a result of an organism’s action
in the environment. According to Johnson, and McCrone, conceptual processing ‘piggy-
backs’ (to use McCrone’s phrase) ‘on a processing hierarchy designeddifsramost

for the business of perception’ (McCrone, 1999:158). This argument suggests that the
structure of our experience engenders the structure obageptual processing, and, since
the structure of our experience is so heavily contingent upon our interaction with the
structures of our environment, it follows that the structure of our environment, bgfway

its effect upon human behaviour, affects the structure of human conceptual processing.Thi
thesis examine3ohnson’s hypothesis in relation to the construction of reading and writing
environments, textual composition, and the reconception oasetvironment. Through

the close reading of a rangépage, book, garden and exhibition texts, and with special
attention given to the findings of my own writing experiments involving book, paper, page
and tree, and the examination of and movement between their respective envirgaments
detailed in the digital and material appendices and installations of wikjesearch

finds that the environment from and within which the text is composed has an important
conceptuakffect upon the reader and, perhaps more especially, the.wiitegthermore,
thisresearch findghat the act of composition affects the environment,veitid within,

which the text is createdlTextual composition is therefore reconceived afhase-
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composition, recombination, or reform (and reframing, both material and conceptual) o

both human and other-than human environment.

With regards to the relationship between nature and writing, one of the key cdahegpts
this thesis puts forward is that of the frame. This figure relies thohypothetical
relationship between condejprmation and sensori-motor functionegploredin the work

of Mark Johnson. Cognitive- and newaence still have significantway to go to

establish this connection madefinitely. This thesis draws upon a detailed interrogation

of my own experience, and the writing that has resulted from this experieha®rking

with the different materials and environments of paper, page, book, studio, library, study,
walled garden, tree, pen, pencil, apple, leaf, grass, computer, and various weather
conditions) in order to explore ways in which Johnson’s philosophical hypothesis might

support a reconfigured understanding of the environmental constitution of naturg.writin

Elements of Mess and Uncertainty

It is important to note, however, that although Johnson’s findingsompelling

especially when consideratdrelationto the findings of my owpracticebased research,
and therelatedscientific findings are encouraging, they are not conclusive. The anjume
developedwithin this thesis in relabin to Johnson’s philosophy provides evidence for a
compelling and well-argued hypothesis bus i hypothesishat remaingo be

scientifically proven. Tis thesis is not a piece of scientific reseaastd makes no dia

to produce scientific findirgy Thisis the thesis of a practideased arts research project
and as such the conviction inspireddoth its theoretical and practicGguments and

experimentatioms sufficient todemonstratés worth.

Working among predominantly non-human living organisms introduces a significant

propensity for uncertainty within research. Thagpie in the buckes a perfect example

of this. Things would suddenly occur within the physical parameters | haat $leisf
research, the small area surrounding this tree, which | could not control. This lack of
control was one of the most interesting, inspiring, and powerful influencessaesiiarch.

It was through the abrupt alteration and interruption of my physical and conceptual
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environment that | was forced to register and engage with the environment oéthe tre
This environment was not something | could stabilise, control, orlygaeidict. The
stable backbone of this practice was provided by the rigorous method of creative and
theoretical enquiry that | applied throughout.

The iterative nature dhis practicebased researahalkesit averyimmediate form of
enquiry: reason aniéeling were correspondent factors in the development of the practical
elements of this research. As a result the progress of this praaitaleveals the mess
inherent in practical thinkinglt is not until youedit your notes and present them in the
refined form of a written thesis, with all its standardised structural conventions, that this
thinking appears ‘neat’. And even then this neatness has its weak points that, d, presse
may give way to reveal an underlying knot of underdeveloped thinking, prejudice or
preconception. These points exist in every argumenpralctice the mess of active

thought is registered materially, there is no honest method of disguising it. ythen
messy progress is to deny the process by which you arrive at your agselvey,do so is

to undermine the value of this answéio observe the elements of mess (the false starts,
the doubling back on yourself, the repetition) inherent in the physical documentation of

thinking (as live practice) is not to diminish the rigour with which this procqgasrsied.

There have beemany developmentduring the progress of this practical thinking theg

notfully developed in te argumenbf thisthesis. Theshadow photographsovide one

such example. In retrospebbwever, these photographs fit very well with the idea of
ghosting that | develop in relation to Tim Ingold’s category of ‘ghosiigd. Tle

interaction between a body and its environment as it interacts with the (sun)light casts a
shadow. This shadow might be read as a metaphor (metaform) of the way in which
human-environment interaction influences (casts the shadow of) conceptual thinking, but

thisis aline of thought that has not been developeter€cordings of the blind

excercisesperformed with the help of Eleanor Stevens in the first year of this project’'s
life, present another example of such seemingly unresolved bran¢hespodictical
research.Although not theoretically developdtiese experiences, and their recaslit is
included here, helped to develop the thinking that sustiaimishesis. fese elements of
practice were part of the journey towards the final emphgsn page-making aragpple
tree writing. There is far more material than could be exhaustively examined and

productively includedvithin the theoreticallevelopment of this reaech. | expect thathe

113



material that has not been thoroughly harnessed to my argument here will provide the fuel

for several years of postdoctoral reseaochome.

What | woud do differently

My principalregretis that | did not have one more yedth thistree. Although the

process of writing into the apples produces effective results in relation toymyent
regarding writing’s environmental constitution, | believe this argumegthage been

more succesfullgupported by a decision to write the same word into every apple on the
tree, rather than attempting to compose a poem of different words in relation to a parallel

page constructio(seeapple tree poejn The variety of developments of this one word, as

it evolved in relation to the particular growth of each apple, would have more clearly
demonstrated my argument regarding the metonymic relation of the particularity of the
individual act (and environment) of writing, to ‘itng’ as an abstract framing concept (as

developed in the final pages of ‘Metaphor, Metamor, Metamorphosis’).

Knowing what | know now about the volume of storage this project demanded | would, in
retrospecthave approached the archivists in the library to discuss how best to archive this
material at thestart of this project. Even if this had not ledsignificantly different

results it would have increased the impact of the research on the uniyassan

institution, more broadly and would haweore effectively engaged with and developed
concepts relating to archive and knowledge storage so fundamental to academic research.

Conclusion

Despite the elements of mess and uncertainty that are endemic to this form of research,
grounded as it is in material development of knowledge in relation to practical
experience, | am confident that | have amassed, processed and documented a sufficient
quality and quantity of practical reseatolmanifest my findings and provide a sound

basis for the development of the theoretical aspects of this argument, rodtsdrathie

progress of this practice.
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‘from Written Responses to Photographs and Audio Recordings,
Reading and Writing with a Tree, 2010-2012"........c..ouiiiiiiiii i 101

(2012)Shearsman Magazine 90 & @#l. Tony Frazer.

Q= LB 13T (] T 103
0172 ST 104

(2011)Writers ForearmLondon: New Writers Forum Workshop.

‘hill sSnow car speak’.........coiiiiiiii e .. 105

(Spring 2010)The RIALTO, 69Nathan Hamilton & Michael Mackmin (eds.).

TSI 0] 0] o [ PP 106

(Winter 2010)Cleaves Journalssue 1. Harry Godwin & Marianne Morris (eds.)
(accessed 1/08/12).
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writing apple

finger writer finger holder scar holder cackcrackling joint jagged

frazz of apple teeth meat  meet apple

here, unidentified onset

now I'm not myself noryou either

in its not self mine  inset  decay’s unrepresentable

hhard peaks of wrinkled skin  will I soon become

like this my cheeks’blush ~ brown decay

what horror  lies in earth  hold still,

let me examine  your fine lines of teeth

your skin  raised creviced lines  wrinkles I gave  you

gave me these wrinkles  oh my words  let me examine you

examine yours and mine together what is their difference their identity

effect oh mine oh yours oh mine and yours together in a prayer of
wrinklings

in my writing with you fleck yourskin I say you thought some
object because

you other than  you addressee  you dressed  undressed

in writing of asudden lingo-d outof life in terminology form

of knowledge far from appling sapling, old and fruitless all written
over now with

words from  world thatis, human  mindful, mind full

no brainyou respond yes thisis what youare writing telling
read my

write my you affecting me affecting you affecting me affecting

stopping no full stopping

83
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SOME DEFINITIONS FOR NIGHT

- the time which follows evening like the next carriage of a train. A justification for
candles and by extension love whose pronouncement is made easier in dark spaces, over
small flickering flames and a cascade of wax.  Night is a storing place for creatures that
have not been named yet; a mammalogist says of a purple, rhombus-shaped creature — it's
as if it just stepped out of night where it had been hiding. ~ Night is a habitat for dreams,
the acre of forest inside us. Night cannot be measured by the second or the hour hand. It
is its own time, requiring only that we breathe deeply. Night is a large womb, a
spectacularly bloated pregnancy. Entire planets are born from night. And night is an
opening chapter I am yet to write; it will include peeniwallies, the terrible red-eyed
Rolling Calf, and the following instruction: turn these pages slowly — push the sun down,
down, below the horizon — and a story will come to steal your breath.

Kei Miller

HILL SNOW CAR SPEAK

snow hill through the windscreen
snow haze on the hill

white heat rises from the hill's white skin

wind stirs snow on the hill
hill’s white breath rolls off the hill out of the gate onto the road
hill’s skin speaks to the road

spreads itself out on the road and says

the car drives over the road’s new tongue

speaking two black bars of its own

Camilla Nelson
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tree song

if you feel unbalanced replace an arm or leg gently on the floor

if needs be needs be
limbs laid gently on the floor broken on the floor creaking
cracking crashing through the tree canopy to the forest floor

nothing gentle in it

breaking from the body of the tree

lie there a while I'll come back br you I'll be back for you

to fetch you through the earth I'll root you up discover you later
much much later more earth than tree then tree son treason tree soon

you left me there for years andyears far away from trunk warmtliap song

xylem  phloem slowly stilling into silence silence
my limb my lamb hush hush
don’t cry I'll be back I'll come back for you soon

a betrayal leaving you there

there on the ground but las breaking limb from limb and had to let you fall
understand it was not what | wanted daughteyou were unwanted daughter
and you were let fall

you were let fall

survive the storm you'll understand in time in tree time in storm time

and soon wet with rain you'll fall piece by piece out of tree
out of bark  and leaf and into earth and grass  and earth and rain and air
will rot you down slip out of tree out of memory of me
in time in time
you'll feel me pull my tree pull underground I'll pull you back to me
I'll drag you up through the hairs of my roots back into me
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rot into water I'll drink you back in sing you back into me sing you

back inside and soon and soon you'll be back in the trunk of me
and then once you're back you'll know you'll
understand

why it was

| had to let you go
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