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ABSTRACT

In 2006 selected Cornish mining areas were validated as UNESCO World Heritage Sites. Here
are found numerous remnants the mining industry thajustified }EvA oo[* % E}u]v v
from the Industrial Revolution up to the close of the last major mine in the 1990s. An

essential part of that history is the trade of The Boulton and Watt Mining Company, formed
when Midlands businessman Matthew Boulton (17282) joinedforceswith Scotsman

James Watt (1736819). This partnership influenced the history of Cornish mining and the
whole Industrial Revolution. Traces of their endeavours remain on the Cornish landscape

and in Cornish identity. Correspondence betwdlea two men and Cornish mine manager

Thomas Wilson (1748820) is held at the Cornish Records Office and is available online.

Creative work begawith these letters, seeking moments, wadnd gestures teesonate

with narratives of the Cornish postdustriallandscape. These narratives weyathered
through interviews with locals, tourists, students, nmgienthusiasts and those who kme
nothing of the Cornish industidigpast, and wereupported by experience and observation of
the Cornish landscape. By written from these sources strives to reflect upon
contemporary landscape use and promote cultural ownership and understanding. To this
aim, readings of the two collections were given in 2013 and the collections subseguentl

seltpublished.

Responsesto the work show that this projeatot only promoted Cornish industrial heritage
but also prompted recognition of how stories of the contemporary Cornish tzapsare

intertwined with itshistory.

dZ]e % E}i S§[+ %ae@rsgvEd@arl Mine Museuriiroon, nar Camborne, anis

aims weresupported by the Cornwall Record Office, Truro.
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THE LETTERS OF BOULT@IND WATT

We begin in the archive, with the Cornish correspondence of the Boulton and Watt Mining
Company, established when James Watt demonstrated his improved steam technology to
Matthew Boulton, a welestablished and successful Birmingham businessifia@.

partnership lasted from 1775 to 1800, but the company tkstablished went on for over a
hundredyears.

Some 1100 letters pertaining to Cornwall were bought at auction in 2003 after a
successful funding bid made by Cornwall Heritage Trust wjthat from the National
Lottery. These are now cared for by the Cornwall Record Office in Truro. Known as the
Wilson Papers, the letters are the Cornwallpv }EE *%}v v S} §Z }u% VvC|[e
business manager, Thomas Wilson, who lived in &water, and ae dated from 178Q
1803.

/S «Z}po viS§ §Z § t]loe}v[e E %0] ¢ } V}S Ul H% % ES }( S
are incomers, sent over the Tamar to effect change upon the Cornish landscape and the
progression of the lives of the people who livbeére. The subjects of the letters are

pHe]v oo oJvPeU Jv ou JvP 8Z & u](] S]}ve }( SZ }EV]*Z u]v
over the protection of patents and the way the technology had been licensed, for the
machinery was not sold but leased in exeba for a proportion of the cost of coal saved.
Resistance, and resentment, over these dealings comprise much of the archive, which
records hopes and frustrations on both sides of the argument. But there are also human
stories recorded in the letters: bins and deaths, accidents and illness, and good wishes for

life in Cornwall.



Figurel: AD1583/7/52. Jamed/att Juniorto Thomas Wilson, 1794.



CONTEXTUAL REVIEW

This projecis a work of poetry, anglet it should be under®od thatthe poetry hagaken
inspiration fromdifferent disciplines Zrchive[and IAndscapdare not simgy nouns found
scattered throughout my poems, but deeply troubled concepts that hold their own systems
of problems and permissions. To make thekzr to the reader, thisontextual review is
offered asa map, helpingo site the work at its juncturef archival theorypractical and
philosophical), academiovestigation and subsequent reformulatiah landscapeand

poetry that moves between théwo. Through this model the contextual review will, in some
way, reflect the creativerad critical journey | haveden on for the past three years.

To open, | engage witlrehival theoy, bothpractical and philosophicaMy
investigationsnto thesesites of knowledggtheir development andarguments not only
augmentedmy understanding of the cultural valud the Wilson Papers, but inspiregtw
ways to engage with the material processes of the Cornwall Record Office. @rulcealise
of Derrida aml hisconcept of the expanded archivev (ou v §Z]e JVA «8]P §]}v][e
understandng of Cornwall andandscape igeneral, and led to a model of inclusivity
SZE}IUPZ }v %SH 0 E 0 S]}veZ]%oe ~]X X 0OV e % o velE]JHU®
scope andnspired much of the creative work.

To provide context to my levels of landscape engagement, | offer hgrexploration of
the history and current condition aheoriesof landscapeEarly reviewing ofhe work of
cultural geographyprought a new \ay to think aboutandscapebeyond the immediate
associations of view and land uga understand Cornwall as a particular place, with its
identity formed bylandscapeuse and the cultural identity thatan, at times, take a

nationalistperspective was aressential part of the many interviews | gatheraad isthus
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alsoreflectedin my creative workFurthermore, m readinghow cultural geographers have
used creative writing andppropriated and expanded the concept of archive, my own
efforts to synthesisearchive and landscape through poetmll be better uncekrstood.

Finally, my review of othgroetswho have written responses tarchivematerialandto
mined landscape adds much to thisamework of academic literature arttieoretical
detail. Byoutlining creative context andlosereadingselected lines of poetryl show how
each poethas brought their owiprocesses and poetic impulse to bear on these subjects.
Obviously the poetry that has been examined below share themes with mylawit,is
alsothe variety of approach and agipationof craft, unfolded in this chapter, thaites my
own poetic engagement with archive and landscape amongst that of my peers.

In3Z]s & A] A[« &ekingaf pednissionand possibilityfor my own work it isto
this last areaonre of poeticinvestigation / JE& § §Z & E[s oQlimaelyss vsS]}vX
and cespite this projecf associations witkarchival theory, sociology aritimanthistorical
and cultural geographieg should not be forgotten hat this thesis is a worsf poetry and

the emotional life of itgeception.
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OnArchives

Practice

Archives validate our experiences, our perceptions, our narratives, our stories.
Archives are our memories. Yet what goes on in the archivesnemgmarkably

unknown...
(Schwartzand Cook 2002, 18)

Sincethe publication of: «<u « & @rthiye Feve(1995, much philosophical
discourse around the archive omits the details of archival practice. Schwartz and Cook
(2002) open their discussio }( E Z]A 0 % }A E A]S38Z 5§Z]« A EC % }]vEX ZtZ
h A PUuv A %O0}E]JVP <% Jv }(UEZ% ZEE]]A0 }E % Z]0o}*}%Z] o
§Z C }u%o0 JvU Z8Z]e ]* ou}*3 oA Ce }v A]53Z}us Av Epu Ju v
archives as reahstitutions (2002 2)1 In this refusal oh more materialist critique, they
% E}u}S 5Z & Z]A]eSe[ YAv A 0}%u v Z]*S}EC }( 8Z }E] *U %
| will now examine these before returning to Derrida.

The history of archiving igslong as the history of writing,saWilliamg2006) makes
clear:Z & Z]A o ]Jve3]3us]}ve A 0}% Vv SHE 00C + pHOSHE « A o}
tradition and adopt the practice of recording information A E]3]vP[ }v v C E %o 3]

u § ERGP:21). Although some nineteentbentury European practice had been

! Respected archivist Hugh A Taylor pointed Bu1969 that the English institution is called the Record Office,

ZKLFK UHVHUYHV WKH ZRUG pDUFKLYHVY IRU WKH GRFXPHQWYV

the different origins of the institution, where the British system origin&tddeep records of the courts, whereas

more recent systems (suchtas 8DQDGLDQ IRU ZKRP KH LV ZULWLQJ ZHd&ied VHW XS W
RI KLVWRU\Y

12



articulated, the first written work dedicated to the practice of archive managementiias
Dutch Manual for the Arrangement and Description of Archi¥8988). This set out one
hundred rules that had been debated by the Dutch Association of Archivists, and included
descriptions of provenance and original order (Cd®&07:2122).
Nevertheless, many ahive text books (see E|IB004; Williams2006) begin their
histories with Hilary J&inson (188@a1961), whose reformed archive practice in the?UK
spread throughout the world (Jenkinsopnd 6 TW iT¢X : vI]Jve}lv ] vS](] v E Z]A]
supreme duty to be the moral and physical defence of the archive, @lbg: 10), and was

passionate abotthe vocational aspect of the profession:

dZ @& Z]A]*8[+ E E €XXXe ]e}v }(« EA] X, /[El*se v
work possible, unknown people for the most part and working on lines equally

unknown to him: some of them perhaps in thaite distant future]...] His Creed, the

Sanctity of Evidence; His Task, the Conservation of every scrap of Evidence attaching

to the Documents committed to his charge; his Aim, to provide, without prejudice or
afterthought, for all those who wish to knothie Means of Knowledge [...] The good

Archivist is perhaps the most selfless devotee of Truth the modern world produces.

(Jenkinson 1980: 259)

It is noteworthy that elements of patriarchal authority, so obvious to the contemporary
reader concerned Wth discerning power relationships, receive an unconscious

(JE «Z }AJVP Jv : viI]ve}v][e }veS3Ep 3]}v }( 8Z & Z]A]*8 + Z2Z X

2 For a full account of the development of the different British Record Offieersgale (1985).
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promoted the (male) archivist as benevolent and passive, an idea challenged by much
current thinking on the pwer of the archive (e.g. Schwadand Cook 2002;Harvey Brown
andDavisBrown i6606+X , o0} pe 3Z 8§ Eu-Z& [JES[EVZZXZRE oCU (}
he understood that echives were created organically in any transaction, and subsequently
preserved. Stctly speaking, however, a record was only frartransaction resulting in a
legal documenproduced by a court of recor@Williams 2006: 4).

The first theorist to articulate the difference between archives and records was Theodore
Schellenberg (188-1970), whose 1965 workhe Management of Archiveemented his
E % psS S]tv e : vi]wofufarchwval practice. Hede change in attitude towards
records, cementing their definition as the productadfansaction with an orfgoing value,
whereas archives are records witlcantinuingvalue, preserved for purposes other than
those they had been created for, such as historical research (Wi|lR0GS: 45).

This division is made explicit in the first of two common management systemsiféhe L
Cycle. This biological model tracks thep E+ }( & }E& [romAektation through
its active life until itis ]« & ~ ] e v ] ]SZ & <*SE}C ~Z oo }E &
(Williams 2006: 10). This descriptiaran be read as botreassuring and troublingrhe
metaphor turnsto the organic, the natural; and yet this cycle also promotes the archivist as
a godlike figure, welcoming the worthy to eternal life. This modalises concern to
historians such as Michael Moss, who wondetss §Z @& Z]A]+3¢[ ]0]3C 8} Z&E u ]\
S} §Z uvel}( SZ VvSZue]l *Se Vv SZ % E c*uE the(ploc€dsEu S]}v L
of selection (Mos2006: 965).

The consequentemarcation between the roles of record manager (a position Iredde
the creaing institution, with all of itattendant pressures and politics) and the archivist is

challenged by the send management system, call&bntinuum. Thidustralian model

14



wasdesigned after a series gbvernmental scandals revealed the destion of records
(Cook 1997: 39heginning with the Fitzgeraladuiry of 198799. Thisnquiryled tothe
exposure ofQueensland police corruption, suspect political donations and electoral
manipulation being exposed, resulting in resignations, arraststhe change of governing
party after thirty-two years in power (Garrarand Newell, 80).

The Continuum model responded to these events by represenéiogrd keeping as an
on-going activitywhichacknowledges the crossver of the duties of theecord-keeper and
the archivist, and facilitates dialogletween the two roles (William£006: 13). Cook
notesthatitalsop% & » $Z : vi]Jve}v] v.] 0 }( % **]A pe3} ] v 8} §Z :
interveners, even auditors, in the archival document continu|[ ~ i 340)) Which brings
further transparency and accountability.

Both models maintain the three core values of the archivist. These are: selection or
appraisal, provision of access, and preservation and maintenainite material (Williams
2006: 167). Under these values, archivists combine the secondary values of provenance and
original order to form an overarching attitude knownraspect des dnds(Millar, 2010:
101), where archives wittifferent originators are not mingled and the origirmater of the

} pu v§[e phondured.

Selection is a paramount concebyth practically and politicalljgecause of these
processes$Z & Z]A u o Zv}s  %8] F(SuS[ ~|[R00Z 20), and
as such ishus open towider methods of culturakritique. Consequently gdectionhasbeen
refined, rejecting thepatriarchal stée-centred model and replacing it withne based on the
assertion$Z § ¢} ] 8$C Zup-$ oo}A 8} (]Jv 18 }Av }E A op -

be represatatively mirrored through arZ]A o E Cpak 19p7=32).
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Thus theUK(and others) is at present following a tafmwn appraisal system (rather than

Z }83}u u%[ }v Azl z A} § 8z /E u]v 3]}v }( Z ]v ]JA]l p o
design is basd upon the realisation that archive value has often been defined by
hierarchical structures or historiographical fashions. In reseo this model argues for
appraisabased upon social constructs and societal function, which cannot be directly
measured ly public opinion or societal analysis. Therefore this model preserves records that
result from the functions of the major record creating institutions. Not only do these
records detail the workingsf the major institutions, butdue to these records oftebeing
created ly transactions with the publienust show the realities of society at the time of
creation (Cooki 68 0W iTeX dZ]e <u]*]3]}v u} o ]estugthral macgq pv $]}v o

%0 % EE ]+ o[U -AcaledmacroiBé&lections, rather than detdidocument choices, are
made, and it is théunctionsof the documents in the institution that are evaluated, not the
documents themselves.

After selection, the second core value is provision of access. This not only marks the
difference between adallection and an archive, but carries the ethical weight of the

E Z]A [+ AE]*8 v X } ere(greRally adoptel in the EU in 200these stated
§Z 8§ Z }uvSEC ]* v}S u} & §]veljomoskhilitywizkndwing sheiZ
history[ ~ 18 ]v t]Joo] ueU 7ii0oU ilieU AZ] Z (@e gshrifhary sbdice E Z]A |
in the formation of cultural identity.

Both selection and access are underpinned by the third core value: the preservation and
maintenance of material. It may apaeobvious that an archivist should be concerned with
the condition of their charges, and yet this is not as straightforward as it may first seem.
Preservation is not the same as restoration or conservation, practices which may involve an

altering of the @@cument from the state in which it was received (althowgimservation can

16



be part of anarchivistp duty, e.g. managing humidity of the storage area (Willj&t0866:
167)). Financial pressures and the needs of various mddtarak into tension with acces
For example, photographic plates that are kept in cold storage will fog and deteriorate once
removed for examination by visitors. The archivist must therefore negotiate these needs,
balancing the three values as best they can, using trained judgereqrgrience and best
practice.
It is clear that3 Z A 0o}%u v3 }(3Z @& Z]JA [+ us3 E] o0 %E 3] ] «
about its purpose, ethical position and epistemological frameworks, shifting towards an
active auditing and postustodial role (postustodial in terms of the locational aspects of
electronic records which may be held online, easily duplicated and accessed). The questions
around what is collected or rejected still adumbrate the irresolvable problem of the archive,
but this is constant E ¢« Jv v A}oA]JvP uv P E] o] }o}PC }( Z <5
Indeed, it has been over a decade since Joan Schwartz and Terry Cook accused the
profession of refusing to acknowledge the power inherent in archival practice, which risked
future archivalfunction (20024-5). Historians ad archivists are now sensititve the charge

of unheeding influencesuch aghat of:

scholars using archives without realizing the heavy layers of intervention and
meaning coded into the records by their creators arydaichivists long before any
box is opened in the research room, and archivists treating their archives without
much sensitivity to the large footprints they are themselves leaving on the archival
record. Both scholars and archivists have thus had a vesterest in perceiving

(and promoting) the archive as a valtree site of document collection and historical

17



inquiry, rather than a site for the contestation of power, memory, and identity

(Schwartzand Cook,2002: 45).

Their point,that closing your egsdoes not make a problem go awdinds a response

(although not an answer) in the macappraisal model described above, and in the

continuing discourse around archives through the changing contexts of heritage and culture.
Louise Craven details projectuch as CASBAH (Caribbean Studies for Black and Asian

History, 20062002) which located sources folaBk and Asian history in the United

<]vP }u[e 0] & E] U u ] }oo 3]}9) Thisis@edpmonstratiorooV

the use of archives irhe promotion of identity, heritage and culture by fundibgdies and

policy makers (200&8). Craven goes on to suggest that, although there is no clear

consensus about the meaning of identity across different disciplines and approaches, the

archive profea]}v v« 8} Zz8Z]vl }us$ Z}A 18 Vv P ]Jv v pv E+3 v JVvP
important cultural concepts, and how that understanding might shape practice enabling it

§} o]A E p]v A 0}%u v3 Jv o]PZ38 }( ] vS8]SCUTHUSE]S P v
§Z @€ Z]A]*S<[ A op * }( «<u]l*]8]}vU ee Vv % E + EA 3]}v v
desirably democratic cultural understanding. Ultimately, as M. Anne MacDermaid affirms,

Z8Z e v }( @& Z]A o }uupv] 3]}v upes @& infofwatbd SE veu]ee]}
encodedA]8Z]v §Z <Cu }oU Juwm GH3]v R 3]&CmékiAgzdemsefor the

E ]%] v&[240).88 will demonstrate, this @ the goal of my creative work,

produced in a framework of methodology where the complicatedic }( Z] VvS]SC[ vV

Ze ve [ Z A v MoWeodr@Ewil}A E SuEv 8} EE&] [« Jv(op v }v §

contemporary concept of archive and thus the direction of this thesis.

18



<UL e E @&rthie Fever

Much of the archive discourse detailed pB A ]+S+ Jv Z]vs]u § & ve]}v[ A]sZ
deconstruction (Brothmanl999: 82) through its careful use, or absolute rejectiofhthe
ATEI }( EE] X E}5Zuv A ulve EE] [* uv% }%opo E]SC AJ:
% E}A} 3]A oC 5150 A} E linfegritg, TRehe®yrity @@the Rieservation of

E Z]A « (E}u }veSE N Frdpddds tiE jddl@dwing reasons for the

%o E}( +o]}V[s (EU-SEE &]}veW

a traditional general lack of any sustained interest in philosophy in much of the
archival community3Z  1((] po3C }( @ ]JvP EE&] [ A}JEIV v §Z
irreconcilable differencesbét v §Z %o }e3u} @Ev }v % 3whichzs A£3p 0]3!
interests GEE&] U v §Z «<«u 0]8] ewhicht@acein@rchiwvstsl [1999

64)

The fidd between thes Z ](( E tweatly resonant witldifférance E E] [« }Av
neographisn that considers meaning through the act of delaying meartirsgmore fully
explored h the methodology section of this exegedis

Yet, cespitesomeunwillingness on the pauf archivists, any questioning of archive

Clv 38Z <«u}8] ] Vv upes @ Z S}A E » 3Z %Z]0}*}%ZC }( EE]
E ] o]vs EE}P 8}E }( & Z]A v 8Z o0 3 }( 832 3A vs] s.

andReid 2002: 16). SoinconsiE]vP EE&] [+ & Z]A ]85 ]+ pe (po 8} & A]le

®)ROORZLQJ RWKHU DFDGHPLF ZULWLQJV RQ 'HUULGD LQ (QJOLVK , ZLO
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%0}eSeSEU SUE 0]*8 SZ]VvI]VPU AZ & §Z <Z % }( 8Z & Z]A ]-
ANMPVI(] SItv EE&I3Z E]] 12 }( (}® ngcessary indrder to strip

}Jvd v38U AZ] Z Z olJddvRZSv EPC }( u Vv]vP[U ]Jv }JE E 3§} A] A 8
suggests that this leaves the organis]}v }( 1v}A o like the aerzhitecture of an
uninhabited or deserted 6y, reduced to its skeleton byme catastrophe of nature or art. A
ctynolongeE JvZ ]S U v}S ¢Ju%oC o (S Z]Jv U psS Z pvs C u v]v
5). Here, the city functionssaaculture without archives. Evidence of culture is leftthe
OVe % U v CSSZ Pv_CUSZ v EPC }(SZ %dE  vS[e pv G
leaving form wihout meaning (Norrisl987: 224). Without the archives, and particularly
through the interpretation of meaning that deconstruction provides (for example, through
the play of differance)the ability toread (or reinhabit) the past isdst.

I((E v ] EE] [* }]v P Uppes]vP &E v Z %wdiffer}v A}JE « §
(spatial) and to defer (temporalin order tokeep meaningg hidden, overt, associative
alive Diferance works through the archive in two ways. Fitsspeaks to the use of the
archive in the formation of meaning and identity. The same texts can be repeatedly read,
revisited,cited, with each outcome simultaneously different and yet correct. The historian,
the genealogist and the poet assign meanitych the archive supports, thougtever
absolutely. The differences are equally valid, and so absolute meaning must be infinitely
deferred.
Second, because differance affects the whole sign (both the signifying and signified

aspects) it is a completelationship that manages texist in a network, much as an

E Z]#rdoturedoes. Each document is held in tension, in a moment between the

E Z]A [+ v §} P]IA -~ see v 3}l %o ~%E + EA X &E p ]V %

EE&] [+ & BRnddtiselpful to recall differance explained in terms of memory
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%% E} U S]}VW Z 00 83Z J(( E v e« JVAY}OA Jv 8Z % E} p 3]}v }( p
process of inscriptionNiederschriff can also be interpreted as moments of differance, in
the e ve }( Z%o0 ]JvP }v E « EA [[ ~i66iW 18ieX dZ]e o C SA v
inscription into a substrate transmutes into the Freudian psychoanalytical model described
in Archive Fevemwnhere the need to keedd archive) is in tension with the need erase
(anarchive, or manifestation of the death drive).

Derrida presentedirchive Feveas a lecture to a colloquium on memory and archives
organised through the Freud Museum. He uses Freudian psychoanalytical terminology to
conceptualise the arche, and promotes the inscription of memory into the psychological
‘U *3E S ~(}JE AZ] Z &E p % E}A] 8Z u 3 % Z}aBle}( $Z DCe+3]
upon whichany writing seemedo disappear) as a model for the material archive. Writing is
removed fom the immediate and taken to an external place designed for the depositing of
memory. Through this process of relocation, the archive becomes a memory prosthesis
which, the argument continues, is in tension with the need (again, psychological and social)
to forget, without which there could be no progression into the future. As Derrida explains,
Zdz (EvihdBoodones %o E} U * U UJECU ps % E} p + (JEP $3]vP 3
(2002:54).

Iv ¢} up Z o @E Z]JA ¢« ~ « }veSEp § |vhAmarchives cul@idated [+ A}
in, rather than was limited to, his work Archive Fevet AsVerneHarris suggestsZ ] v
eve 00 EE&] [+ A}EI ]+ }us 38Z € Z]A X, }IVA E-+ « Al3Z ]¢

extends it, creates it, imaginesand isju P]v Q002:[61D). YeArchive Feves not

4See Harris (2006)RU DQ DFFRXQW RI '"HUULGD V LQIOXHQFH RQ DUFKLYDO WKI
common misconceptioffEHIJLQQLQJ ZLWK p'HUULGD ZURWH BPKERREIIIVERIXW DUFKL

21



obviouslyconcerned withthe material practice of archive keeping. Carol Steedman

addresses this with her characteristic frankness:

Many Engliskspeaking readersthis one, toov have assumed thahrchive Fevehas
something to do with archives (rather than with psychoanalysis, or memory, or
finding thing$ [...] But commentators have found remarkably little to say about
record offices, libraries and repositories, and have been brought face to face with
the ordinariness, the unremarkable nature of archives, and the everyday

disappointments that histoans know they will find theré2001: 9).

Instead,Archive Feveproblematises the concept of archive (as a structure of memory and
therefore knowledge) usg Freudian theory as a template and, simultaneously, as a mode
}(]Jvs EE}P §]}vX dZE}uPZ EE&] [+ E (hoargies hathplve v
§Z YEC }( %*C Z} v oCe]* Z lu-e &EZ}EC }(8Z E zZ]A v
(1996: D).

The role of the death drive is an essential part of the Freudian concept af’aeremd
§Z & (JE }( EE] [eUthAat ihid €Xil Svhiol isZa€sa archive fever, the desire
and the disorder of the archive, there would be neitherigsation nor consignatiof(1997:
81).Thus the urge to destroy self is managed by the archiving of memory, which in turn
results in the ability to assemble knowledge structures by naming and sorting, Signar
ZP sSZ & DdrRda«1996: 3) togetheto make the archive itself. Finally recognised as a
corpus made up of signs (of assignation and consignations), the Derridean archive resolves

itself into a field of relatiora semanticallyassaiated structure that is driven by difference.
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Modelling the archive ithese terms is liberating, but perhaps too much so, even if an
interdisciplinary need for a broader definition of archive has been identified (Cresswell
TiiiW i6fieX o, EE] S E 0 C %}]vde }usU 8z fieE] v E Z]A
eternally unclosed, spiralling intoanun@®s v (U89PEIPpX dZ %ZE « Z § EV O

UV O}e [ * U® % ES] po EO0C % %}*]13 AZ v E a}VvPe] E E]

the interpretation of the archive [...] can only illuminate, reatterpret, establish its
object, namely a giveimheritance, by inscribingself into it, that is to say by
opening it and by enriching it enough to have a rightful placé There is no meta

archive.(1996: 67)

The Boulton and Watt archive therefoadreadycontains this thesie %} SEC <+ A 00 =« Vv
future poems or articles neyet-written.

Through deconstruction, the archive proliferates into multiple readings and conceptions
}W(Z & Z]A [X ,JA A EU @EE] ]Jve]ese sahsistsimpwei@E P S]}v Z } v
UULOS]% 0C]VP JvS (E% E S S]}ve €XXXe Jo o}u SZ]JVP o0 SZ v *]u%:c
58). Following Bradley (1999: 108) | would suggest that the deconstructed archive, rather
than disappearing or dissolving into a gameregfassociation, manages to hold its shape in
§ Eue }( Zu Uu}ECU 3A Db »&OE) MIITEIEarS fhreessential elements of

thisthesis
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Locating the Archive

Thomas Osborne has promoted the archive as a centre of interpretation, oné altevs

those who use it to oscillate between literalism and idealism. For him, these opposites

(714

(which are also found o E]*S]VP Jv-%ZEZ3PS[ }( & Z]A uv P E+ « }u
in places such as courts of law, centres for humanities and pyetapeutic encounters;
each of whib are interpretable by societys symptoms of society (1999:-52). As such,
the archive is a place where soci¢bgatesits values and, therefore, its identity. This is

Z] A SZE}IUPZ 8Z pe }( AZES KZ]JEYECJo~-3Z }veSEpU 3]}v }(
based on ewence from primary sourcesjetit also encourages consideration of the
sociology of powerZ &} E $Z}e AZ} A}EI Jv 8Z Z]*3}E] o0 ]* ]%o0]v U]
archive is akin to the laboratoryafZ v SUE 0 ¢ ] v8]+eS[ ~i606O6W ATeX d I]JvP §.
investigation and experimentation further, |1 would suggest that the archive also encourages
a creative application that pushes beyond the realities of the strong reooril) the gap
between pracical tool and cultural metaphasf memoryX ¢ Ke }EV euPP ¢SeW ZeuE
what makes the notion [of archive] really useful is its very elasticity; that it goes beyond
sucha literal reference, or thatit v pe S} } o} ~i60006W AieXpupbag¢d % }*]S]}v
by the work of academics from historical and cultural geography who are finding new,
creative ways to engage with archives (see DveyetDavies2010), promoting the view
§Z 8§ E Z]JA « E V}IA o vueZLIWS|WRP U o [,201E 166A 00

So the problem, and perhaps the permission, of this use of arclugs not liein the
obvious space between theof- % E S Vv §Z 8 %® 5] X * }} %}]vSe }u
important for the[archival]profession to remember that the oppie of practical is

impractical, not§Z }@E& 3] o[ ~ ]88 ,3042). @Est&adjan (}oo}A]JvP }}I[e
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thought, thisnew and creativaise ofthe archive is sited in a hinterland, with archival

theory and practice on one side and thearfrconcept on theother. It is found in the re

reading ofArchive Fevemith an eye to the archival practice cited above, and in close

E ]JvP }( s Z}o E+ AZ} 55 u%s3 8} E }v]Jo §Z 8 vP]o €& Z]JA
&CE U ]V ]Ju%keE °]}v[ S} u} uoheoncepsdd memoryyforgetting, and the
categorisations of historiographical knowledg€inally, it is found between the strong

E}}u[e %ZCe+] 0]SC v 8Z}e u}CE *SE S «<p o]8] anff( ] vsSISCU
narrative to which it provides acss® This is where thithesisstakes its creative location,
thoughexpandedhrough assignation, consignation, presence and absearue stretched

with Ke }@EV [¢ Z o 999 33 Grhpertantly, however, it cannot, and does not, lose

touch v albeit glored v with the letters of Boulton and Watt.

56HH +HOHQ )UHVKZDWHUTV p$OOXUH RI WKH $UFKLYHYT IRU D IXOO DFFI
SHUFHLYHG PFRQWLQXDO RVFLOODWLRHRBEMWZHHQ WKH SROHV RI WKLQ
S u7KH ODQJXDJH RI GHFRQVWUXFWLRQ LV LQKHUHQWO\ JHRJUDSKLFDO
contiguities and (as geographéave always done) contemplates how things have céhi EH VLW XDWHG
(ShurmerSmith, 20@2: 43)
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OnlLandscape

Landscape is tensiofhe term precisely denotes the tensions through which subject and
object, self and world, find their measure, balance and attenuation; their coils and recail,
proximityand distance. The whole value of landscape now ligggrniension and this
precision (Wylie, 2006: 465)

This project has been funded by the European Social Fuwdtiowith the Cornish
landscape, to bring together its historical and its contemporay throughconsideration of
the Boulton and Watt archivét is therefore necessary to connect with the material

Cornwall before any further exploration can take place.

Where (and what) is Cornwall?

Cornwall is the soutlwestern tip of Great Britain. Ehphysical attributes of its
landscape/geomorphology a guided its cultural development for 2500 years (Knigid
Harrison 2013: 193). To begin with, it@ascounty with only one border, which largely
consists othe River Tamar. The source of the riie@ponly 6km from the north coast, but
because it flows southwards it almost completely separates Cornwall from the rest of
Englanl. Cornwall, it seems, is almast island. This geographical boundary is useful to
those who claim Cornwall, already recigpd as a Celtic nation, as a separeteintry (see
RoweandNute, 2012).

The occurrence of Cornish nationatisiraws much of its vigour fronthis ethnic regional
identity. East of the Tamar is Anglaxon, a demarcation reinforced by the Cornish

lands % }( J(( € v X + WZ]0]% W C&}v spuPP «§+U Z(}E -}u
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Zipe o v SZ |JE *PEE}UV ¢ Z tu v ]}v 3 $Zv] ] vsS]sSC[ -~

Laviolette agrees thahe Cornish assertion of ethndlifference is

grounded in vapus elements of landscape and material culture. These relate for
instance to foodstuffs, religion, sport, Celtic imagery and ritual, industrial and

seafaring traditions(2003: 218)

The particulaindustrial landscape elements are essential to the Gbrsense of place, as
Hilary KE vP [¢ JVA +S]P X]&} @ ZA E0€E *%}v Vv3e ][§ A+ 0 € $Z § Z
engine houses at Bottallack or the iconic sites such as Wheal Coates at Sargnes

JEVA oo[ ~TiiiW ii6eX

Cornwall, howeveris one of he pooresteconomicregions in the UKn recognition of

this, the region was awarde8Z pE}% Vv hv]}v[e Ki §]A > A o Kv (pv JvF
and is now receiving followp funding for projects aimed at improving prosperity.

JEVA oo[* }v}ules aréthepeasalt of the loss of industry, coupled with the
seasonal (and unpredictable) tourism market, and have been linked to itsgolfical
marginality (Laviolette2003: 218). This poverty, like the industry before it, has left its mark

upon thecontemporary posindustrial landscapeas Orange records

Thede]v pe3E] o] 3]}v }( }EVA oo[* 8]v vV }% % &E u]v]vP ]
subsequent transition to an economy largely dependent on tourism has inevitably
brought many changesfrom noise to giet, from an emphasis on subterranean to

the surface, and from physical exertion to a visual consideration of industrial ruins
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Al8Zlv Zv SPE o[ » 38]vPX dZ « Z VP]VP % E %3]}ve Z A

history and therefore, in a large part, withiiwing memory (Orange, 2011: 99).

The intention(in part) of this thesis is t@apture these changing perceptions in interveew
and reflect them in the creative work.
Recent CornisRudies scholarship indicates that traditional components of @ernish
OV<e % U]vopu]vP EPE 0]SC Vv pVe%R}]oS v SUE o uscu &
E IPV]S]}V VvV %% E ] 3]}v }( }EVA oo[c ~%}*Se ]V HeSE] 0 0
reclaim this landscape as a significant facet of tlitic Corrsh identity (Harvey2001: 9),
an identity that was officiallyecognised with minority statuis the third year of this
project.” Landscap@ccommodateshese formative ideas of local/national identity whilst
also responding to the presence of the visitibre tourist or the retiree because landscape is
§Z Alep o }ve <p v }( }uu-prolisc & pEdpEe wotking and living,
sometimes coming together, sometimes staying apart, but always recognisimg thei
]Jvs E % v v [~ E1984 XF)ZI}K [dea of landscape construction through
human interdependence is particularly useful when dealing with ethnlmdised claims
upon landscape and its uses. The formation of identity, when paralleled with the
construction of landscape, provides waggespond to nationalist or ethnicist readings that

problematicallyo C¢ o Ju 8§} §Z Zv SuE o[X

7’ This was announced on the'2$ SU L O 3&RUQLVK JUDQWHG PLQRULW\ VWDWXV’
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Landscape, Poshdustrial

Frequently texts that work with landscape open withthe wgrd SCu}o}PC ~ XPX
Brinckerhoff 1984; Spirin1998; Whelan2014)or feelpressed to acknowledge its
upgsS Jo]SCU (}E A u%o W Z o EoC ove % ] v u]Pu}pe 8§ C
% E}A] JvP vC (]Jv]8]A (1v 1S Bhd Dunces, Z99E: 4). ThisBmbiguity is
useful for creative flexibility, as it permitsA E] 3C }( %% E} Z X & o C v Z)
the term inEdgelandsupports my use of it throughout this thedi¢ réré (ts etymological
beginnings in English, landscape has been very much a part of human culture: something
that includes nature, rdter than something that is wholly ceistent of it[(2011:26). Tim
Cresswellassernt$Z & Zt } v}3 o]A $u A WP} %S $Z u[ ~TIidW iisV Z}A .
this thesis iglefinite initsuseofZo v ¢« % [ E §Z & SZusmdtbetermfy Z &
define the area affectedand effectedby the coming together of the natural and the
cultural that mining embodies. lv ¢« %o [¢ ¢S Sue and cultufalgproduct
(Cosgrovel984) ighen a concept far beynd any immediate association of, for example,
Alep o ES[s E % E * v3 8]}v }( 8Z EPE oX

Positioning landscape in thisway sen®@Z E %o U E %o} *X &]E*SU poSuE o P
JVA «3]P 8]}ve JvE8} 0 vV e % % E}A] up Z pe (po SALRMIIVP 3} $7]
outlinebelow. Second,asafagjw] E }vsS]vp v (E}lu-$Z pussSbdlieed Jte S
suited the interview element by not confusing my interviewedsrd, and most important,
DV e % [ 0A CethepReBence«of an interactowho may not be as passive as
Cresswell, abve, would suggeskor, adDenis Cosgrove makes clear, the word always

connotes the relationship between the humans and their environment:
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Landscape is a uniquely valuable concept for a humane geography. Unlike place it
reminds us of our position in thecheme of nature. Unlike environment or space it
reminds us that only through human consciousness and reason is that scheme
known to us, and only through technique can we participate as humans in it. At the
same time landscape reminds us that geograptevexywhere, that it is a constant
source of beauty and ugliness, of right and wrong and joy and suffering, as much as it

is profit and loss (2008: 179).

}ePEIA [+ Jv E] » ~ v seio beRveer))afe @plicable in the creation of the
Cornish landscape, expressed through narratives, private and public, physical and tefhporal.
Different levels obwnership and understandingre represented by the heritagsites such
as King Edward Mine ideum, and accessed through the leisure pursuits eraqgen on the
Mineral Tramways network.

The landscape over the Tamar, therefore, begins with the geological peculiarities that
made deeplode metal mining so profitable. It is the matrix into which Boulton, Watt and
other participants in this correspalence sent their letters, facilitating transactions for

machinery which gave the means to mine deeper than ever before. The mining created tips,

8)RU DQ LQWHUHVWLQJ GLVFXVVLRQ RI SODFH DQG FRPPX@OW.\ VHH 'R
In this, sheargues that identifying place witlmmmunity is problematic, for communities can exist across
GLIIHUHQW SODFHYV DQG pFRPPXQLWLH X0fipt iQ olé koeatigribgeVare. BhelggeB R JH Q R X
0Q W R [X]DBreovgr, even when they do exist this in no way implies a single sen&©@DFH >«@ , DP VXUH
ZRPDQYV VHQVH RI SOD FthelsfacBs thugl Wwidch shé a@nally hoves, the meeting places,

the connetion outside tare differentfra® D PDQTV 7KHLU pVHQVH R1DO BISH§r i OO EH GL
work, | found that by asking such women to talk to me in and about the landscaiheiamyeryday

experiences DFFHVVHG VWRULHV RI WKHVH VSDFHVY SODFHV DJUHHLQJ ZLWI
remains an important medium through which torirtgate the construction of identity and the politicisation of

VSDFHY

30



waste heaps, and the engine house (roofed and smoking), which have been cleared, cleaned
or repaired, leadingd an increase in the value of Cornish mining heritage (Orange, 2011
100). Now, the prominent landscape features include mining trails, heritage atinacsuch
as King Edward Mine ideum, and the engine housg(ruined and cold).
Many of these deviepments Z A Ve U %o %o } E 3 C 3§ Zclassificatiofho [ E
for, in 2006, the United Nations Educational, Scientific and Cultural Organisations (UNESCO)
*]Pv 3§ up Z }( 38Z }uv3C +« Z }EVA oo v t 8 A}v D]v]vP >
, &]S8 P irftdegopnition of the worldwide importance of the Cornish mines and mining
§ Zv}o}PCX /8§ o & § + }EVA oo0[* due as ahiStpncallyZibréfat] SpuE -
and educational place to visit. Promotional material makes these claims in no uncertain
terms. ZzdzZ t}&o , E]S P ~]S Z e uvGC A ]S]vP u]v]vP Z E]S P
Cornwall and West Devon which together enable the visitor to experience the full breadth
}(SZ }EV]eZ u]v]vP «S}EC[] ~ E qaldiffetenteibetedttrithge} o} P ]
defined as the use (often a reimagining) of the past in the present (Wh20drdb: 179;
Porter, 2008: 268), v Z]*S}EC ]* % E( S0C Joou*SE § Jv & PEC][-
dZ]eU o}vPe] S8Z ¢ ES]}v $Z 3§ dxperignce}{® C }oopdste (u00C
present problematically by suggesting that the past really is accessible, and not just our
selected interpretationsSuchtensionsas thesepetween celebration and commoditisatipn
JV(}EU §Z] % E}i 3§[+ h pcehs thppsothgiises fupport, sometimes
undermine the dominant landscape narratives, depending upon the sources used.
This pattern of industriaheritagepromotion fits the model proposed by Wolfram Hofer
and Vera Vincencetti in their cressiltura (European and American) comparison on the
reuse of brownfield site@013)X , E U §Z ]S ¢ }( (}EuU E ]Jv peSEC & Z]v
(J&uU }( MOSME O OV e % [ ~TiiTW 016X dZ C ] vS](] SZE&E ]e
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(predominantly Germany These are: idealisation of the former industry, the discovery of
the specific flora and fauna of these sites, and shbsequentlhascribed idea of wilderness.
(2013:406). Although their studies were focused on industrial sites that are found in urban
areas and their surrounds, thesigree discourses aranmediatelyrecognisable in the
rhetoric concerning th&€ornish posindustrid landscape, whergor examplejdealisation
of previous industry and promotion of the natural environment are prominemhgonents
of the Mineral Tramways network and the National Trust coastal pHibwever, | will now
deal with each of these three more fully, beginning with the idealisation of former industry.

To cross th&amatrinto Cornwall is to stemto a regiondefined by previous industrial
activities andhe effects of their cessation, even in areas without mines themselves (@s

} ulvU }E S e Duoiy)sHowveger, this thesis found its focus furthersygn

areas most notabljormed by miningactivities Most of the work took place in and around
the exmining towns of Camborne and Redruth, where it is most evident thatrtiméng
industry, although closed, isibfproviding incomeThis isot only through tourist interest
but through heritage and culture grantsAZ] Z oo Ce vC ( & $Z § « v]3]e Z§
A}po v}s Jvd & 5 ]Jv A] A]JvP vC SE =« }( ]v u*8EC }v 8§72 Z
landscape (Hal€2001: 188)

Mining history plays a vital role in the formation of arfish identity (Payton, 1996;
Orange, 2011), and its idealisation is profitable, culturally and financially. Recently Cocks
(2013) has identified increased community awareness of how the Cornish historic
environment can act as a catalyst for the regengnatof runrdown urban centres. He cites
recent streets improvement works in St Just and the planned development of the historic
(E}vS }( ,}ou v[e E}X 7 Z} | E]oo t}EIls « /[E u%o  }( Z}YA 8z t}
is attracting muckleeded investmento the area.
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However, this is not unproblematic. In their 1998 pap&ennedy and Kingcome outlined
concernsthataZze+ u(]] $]}v owasbemp created for tourist consumption, where
E % | PJvP }( }EV]+Z Z]*3}EC ]Jvs} Zcgrofje uGdersidddintermyE VA 00
of W EJoo & [* %o}*Su} E&v E]S]<n }( J*v Co v [« § VPO }( *]Jup
E vVvSoCU SZ %} S* W pyo & ECo ¢ v D] Z o "Cuu}lve Z} ES- Z
heritage industry tends to rely on a kind of freeizaming of time in order to present the
tourist and visitor with a reordered, partial, tidiagp account of what happened at any
particular site (2012: 157)d Z]s (E 0 S = | 8} SZ Ju%o}ee] 0 Z A% E&] v [ ]
is anideatowhichlreturnimC E JvP }( v E A &}E+3 E[* %} u ZdZ D]v
(2010: 18)n the creative practice reviewectionof this exegesis.

A further complicationn this regards the dssentaround who a heritage touriss, how
to measure their motivations imisiting a particular site, and how to divide consumers and
producers into measurable grougBorter, 2008: 26%70). Visitorsvho engage with Cornish
mining historymight not have such pursuits at the top of their agenda when choosing a
holiday destinationput merelydecide to fill a day at the mining musewmnon the leisure
trails; furthermore,my interviews have shown that those who live here are just as
passionate consumers of heritage tourism sites as the most dedicated iSEOfu Z [ %o

PMVSEC[X

In terms of flora and faunahe processes of deep lode mining meant that (around the
sprawling and noisy plants themselves) the groundwebwas often left undisturbed. This
disguised the industrial sites as appealingly rural areas, which allowed plash&nimals to
thrive. It is true that some locations still displegntaminated areas of bare groundut
§Z « Z A vAE}u C }EVA oo[* § vardhowprdindtdd &E+]5C v
special sitefor wildlife (Spaldingl995: 169; TurkL995: 148).
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Finally, the idea of poshdustrial wilderness is applicable, partictjaon the north coast.
An easy route leads explorers frahe preserved and busfunctioning @evor mine tathe
bare-chimneyed stripped am contaminated_evant (figure 2 From there, they can reach

§Z ] }}v] @&}Av[e v PButtalakstill bravelypalanced above the sea (figurg 3

Figure2: Danger sign at Levant
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Figure3: E}Av[e VvP]v Z}pe & 1}8% oo |

Hofer and Vincencetti cite the deliberate transformation of the declined Ruhr region in
"Eu vC Jvs8} Z wWweSHE Jd 8Z (S udEIY9,<cltedydn @Eofeand
Vincencettj 2013: 407). This echoes the Heartlands promotional taglihei & ofE -«

nosSuE owhigh @adwritten on large boards around the site2013. Heartlands is a

A 0}%u v E *po8]vP (E}u 3Z E o u 3]}v v E (}JEuU 3]}v }( Z

u]Jvl]vP ]38 U 0} § ]Jv W}loU }v }( }EVA oeareds)}TlE deeply o0 3
problematic phrase, which immediately asked to be critiqued in terms of the Baudrillardian
framework proposed by Kennedy and Kingcombe (1998), prompteddaestions as to

whether the site was more theme patlkan heritage site (Comall24,2013: n.p.) The
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confusion lies in the fact thatleartlands is not a museum, although it has exhibitions and
attractions in its visitor centre. Rather, it uses mining history as a starting point for cultural

development and community gains. They deise this goal on their website:

NSu 8 § Z} Jvelv[e ~"Z (8U 3Z ]88 ]+ % ES }( 3Z }EVA oc

Landscape World Heritage Site and is of great historic significance. Heartlands
respects and builds on this history, but looks to thufa by combining economic,

social, environmental and cultural development in a balanced and sustainable way

(heartlandscornwall.conmn.d.)

Heartlands is one attempt to bring together the pastustrial landscape and the cultural
future of Cornwall beynd mining heritage, yet its foundation is firmly (and literally) in this
past industry. Thus not all of the Cornish mining heritage is being statically preserved; it is

also being used to project a cultural future for the area.

Landscape as Languad@ndscape as Text

The readingf landscape as language or text becamstrumental in the way thiproject

first engaged with this Cornish pesidustrial landscape, in an effort to negotiate the

vernacular of the industail, urban and the domestic.sApographer Yvonne Whelan

SUPP ¢8elU Ze¢S S *U ¢SE S v u U %u 0] p]Jo JvPe v upE
e ]S ¢ }(uulEC v uelanj2024: ¥85]. Interviews with those who live in,

work in and visit this landscape provide thesfiaccess point into this collection of texts,

where the stories of statues and street names were initially gathered.
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To develop these gathered narrativesgyuired me to form an understanding of the
physical, as well as cultural, lexperiencing thghysical remainders of the mining industry.
Through becoming familiar witplacesdesignated as beautifuas one of my participants
pointed out, | could become seitise to their small changes. Thigie creative act of
landscape scrutiny that Meinig984) seeks to promote in his fellow geographers. Thus
through writing in a cold engine house, cycling thineral tramways, or daring to step onto
the grid ofa capped shaft, | encountered a landscape which, while overtly encouraging
historical interpretdion, eventually became subject to multiple readings (Cresswedi1
13). These readings then became part of my poetry, where the conflation of landscape and
language generated individual and particular versions of itself.

Likewise, in her 1999 b&pLanguage of LandscapAnn Whiston Spirbases her ideas

on the equivalences found between language and landscape:

Landscape has all the features of language. It contains the equivalent of words and
parts of speeclv patterns of shape, structure, mateati formation, and function. [...]
Landscape is pragmatic, poetic, rhetorical, polemical. Landscape is the scene of life,

cultivated constructiongarrier of meaning. (1998: 15)

Spirn is a professor of landscape arebitire and hemeditations are writt& as guidance
forthedesignerAZ} A}jpo o EvV o Vv ¢ % [+ o vVPu P &} 0 S} Z*%o
sensitivity. She is not offering an autochthonic model of landscape and language here, but
instead keeps the cultural/natural divide evident. However, skase concerned with

maintaininga level ofcomprehensiorthat allowshumans to relate their stories. Although

«Z VP P e« A]3Z % @& §]8]}v GEe AZ} pe A}E + 8} $ o0 }( 8Z oV
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more concerned with the use of landscape as languagg paths as stories (1999: 49),
suggesting that reading the landscape discloses both whablkan and what is to come,

for:

history can be deciphered in the shape of valley and hill, field and fence. [...]
Ambiguityv layers of landscape meaningnd the metaphors and paradoxes it

engenders are a source of rich teaal for reading and telling.2004: 27)

03Z}uUPZ «}u AZ 3§ *Ju%0]*3] ]v ]38+ o Ju 3Z § Juupv]SCle Z]S
topography (for surely more than one community creates landscapd the presence of a
dominant narrative does not preclude the existence of othe®)}® ZE |JvP v S§Z S o00]v
P} « eJu AC 38} e« E] 8Z]s %E}i S[« & S8]A VvP P u vs A]5Z .
Landscape as language provides the theoettimderpinning of a more established idea:
landscape as text. This has been a useful mode of landscape engagement for cultural
geographers, popular until the cent nonrepresentational turnwhich seeks bodpased,
rather than textuallymediated modesof landscape engageme(itVylie, 2007: 162).
Timothy Oakes and Patricia Price trace the origins of landsasfsxt to
poststructuralist literary theories from the 1980s, whictompted cultural geographers to
highlight the diverse waythat landscaps could be read. Oakes and Price point out that
Klather than possessing one unitary meaning that the cultural geographer painstakingly
uncovers, diverse individuals and groups in society might well read the same landscape in

% E}(}uv 0C ](( ZHOZATA.C-[ -~
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:}Zv tC dpndscape~Tiioe ] § - Z %S €& S} Zt Ce }1Yin]JvP[ ~Tii0
which heexamineghe idea that landscape mdye metaphorically engaged with as text.

Wylie outlines the interpretative debt this position promotes:

Who is it that has written the landscape? Which individuals or groups are its
principal authors? What is the narrative of the landscape, what story does it tell?
Does the landscape have just one plot, or is it composed of many overlapping and
even competig storylines? Equally, the landscape as text obviously requires a
readership, an audience, in order to come alive. But how will the landscape be read?

(2007: 7671).

As if in answer to this last question, Cosgrove (2008) instructs the cultural geogreaipher
would read landscape as text. The required methods, he suggests, are challenging and
rigorous, but not problematically esoteric, for they deehniques already being praatid in
the humanitieswhere Z 0} etdiled reading of the text [givesisthe landscape in all its
E % E e¢]}ve[ ~T1IOW i0ieX dZ « ZE ]JvPe[ & Z] A 3ZE}uPz

map making and interpretation bring a deep and personal knowledge of the landscape.

Cosgrove seeks to balance this highly individadllamowledge with an essential critical
distance, provided by historical and contextual knowledge. This idea of landscape scrutiny
through close attention, morphological scaling and representation through interpretation
speaks to the poetic strategies emgkd in my work, Wwere the polysemous landscape was
approached through repeated readingsv ]3]}vU }ePE}A [+ o0 v JVP Z]*38}E]

contextual function is supplied by the Boulton and Watt archive, where readings (and
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writings) betwea landscape andrchive providghe spatiotemporal resonanceequired in
the creative work.

Landscape as text also offers a further benefit in terms of postmodern intertextualit
dZ]e ]V JE%}E & « Jvd} o v e % & ]JvP Z5Z Iv}Acerid 37 § v
and other readings has inevitably influencéd pn & & v S(R@bertdonRahd Richards,
2003: 5).The discovery of the Cornish landscape though interview and observation
unavoidably (and, for this work, essentially) reflects the culture of thddeape interpreter
(both interviewees and researcher). This poststructural approach is recently found in
Z E]S5P VvV oVe % uUVvVPUVS %E 3] U]JvIIE E 3} Z oo}A
presentedv }v §Z § § | « Jv§} Juvs A gghisah ét(als 2QEE:]167). ~

As a final point for this section, the work of Trevor Barnes and James Duncan describes
landscape texts as constitutive of discourse. (1992: 9) Discourses can exist alongside each
other even when disputed: this returns tsthe democratic use of the archive, as examined

in the contextual review on the archival principle of access.

Qultural Geography and Creative Writing

dz JA ] pee]lv 8}py Z e« A E 0 /£ U%O0 * }( HOSUE o0 Vv Zpu
writing that borders upon, or becomes fully, creative. This deliberate employment sees

UusS %Z}EU <Ju]jo ~ v ]v %} SECe pe S} & % E - vS v & o
of landscape. Because of this, some teachers have promoted the use of creative writing as a
necessary pedagogical focus in the training of student geographers, landscape architects

and planners (See Cresswell, 2014: 142, and Palmer, 2010: 175). John Wylie (himself an

expressive landscape writer) suggests that this type of writing best suitscianels
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phenomenology, as it allowderleaus W}vsSC[e }( JvP Z2 uPZzZsS ]Jv $Z ( &] }( S
Al}Eo [ &} Zu}e3 %30C V %}A E(pooC ES3S] po § A] o]s E
E P]e§ E*U E 8Z € S3Z V % EZ %+ U}E <} (@LD: R]Wylieo }E Vv oC
describesZ]s }Av % E 3] . oV SA v E]8] o v E 3]A AE]
scholarly and stomo ]I [ ~Tii1 W& iGEXZ Eu}E& U :}Zv tCo] [* *ueS ]Jv ]Jvs
phenomenological engagement with landscape can be textuhlhracterised adds weight
S} S$Z]e % E}i S[+ %ehqsiry. He sugpeésts that the experiences landscape
% Z viu V}Io}PC A}EI A]3Z E Z]v % ES "%} 3] _Jvv SpE U }E
8Z 0 VPU P }( %} *]°[U AZ] Z ]} Z} SPARCE®E]A ( vV A% E <]}
(2010:47).

Although my poetry works with moments from archival work, donated narratives and
landscape interaction, it takes inspiration, and much of itsggaphical confidence, from
thesemixed verbal, written and} « GEA ¢}uE X , C v >}E]Ju E[s A% E]Ju
Juu v8 EC ZdZ ' }PE %Z] o &] 0o IuEe+e < S]A & Z]JA[]* %
}v8]vu]vP §Z A %0}E& S]}v }( Zeu 00 *S}E] [ }oo § ]Jv 8§z ]}
geography fieldtrip (Lorime2003a passim, arguing that fieldwork and research strategies

v Hv Ee3}} < Z v pv(]v]ez v §]A & Z]A 3Z 5 *% e }(
A EC C }v ]8]lve ]v AZ] Z P }JPE %ZC—+ Z]*3}EC Je u [ ~Tiii"
brought together thearchive of the field course with tHezing memory oMargaret, who
had attended the course in 1951. In encaging their exploration of thesaterweaving
narratvesU >}E&]Ju €& }(( & Z]* MHEE vS *Su vsSe /A u%o0 * }( ZulE

emotional)modes of speakingasamethodd®dd o S Zv]<u [ ~Ti1i7T W 100X
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HOSUE o ' 1P E %o ZWUsE-of AFchives

Wylie has suggested that one future direction for elements of cultural geography could be a
closer move towards the arts, not only workingwartists but by conceptualising the
practice as creative writing, performance and other artistic fields (2010b: REZent
interventions in archives and work around the expanded concept or fieldlafion includes
Rose, 2000; Dd$ey, 2007; Yusaff008; and Driver and Jones, 2009, and each approach
the concept of archive in a different wayor example, before performing her own archive
of artefacts found in a derelict Montana house, Caitlin DeSilvey initially considered art
installationsaround arclives (Hiller, 1994< |} AU i &cdiecamne receptive to how
archival memory might be reworked, reflexivgl v E]S] adul€lpXaddiipnal
artistic dimension to her memopA}E| % E}i U AzZ] Z (pv 8]}v  Z }Av 8Z u
between art and archive ~ ~]JoA CU Tii6W 6606+X
~"loA C[+ AYEI v proponentef the work of Tim Cresswell, the poet
geographer whose work moves between poetry, archives and landsthapee is an
element of wilful misreading of what makes an archive when Ckesso AE]3 « Z€5+Z & Z
]* % &3] po & Ilv }( %00 Az @ }i 8+ & A op [ ~TiiiW iod6:
above, an archive only holds records. He states that the holding of documents and images is
Zo |] & v u20F]1@5]. For Cresswebluch leakage brings such institutions as
museums, galleries and private collections of material goods under the concept of archive.
Thus the expanded archive is being used in other disciplines, which, instead of taking their
starting place from deconstruis ]}vU A}E! }v 8Z <}u AZ § «Ju% 0 E % E]V ] %o

process of gathering that which is valued, an archiju « JvS} Z04P:[166).
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This ideais outlinedv Z]e v}3$ o0 +3p C B DEWBIAh beocohstructs an
Z @ Z]A ) BEopv SZE S v o0} o0 u.Vhis esedrchiphbvides a
strong example of how thiglea of an archive can become tphanciple around which
temporal, spatial and politicalrganisation occurs. Indeed, Cresswell touches on the edges
of mywork with the Cornish landscape lyiting that he considers Maxwell Street Market

e Ilv }( o]AJvP & Z]A ~1iiiW i00e Z ]*8SE] us E}ee UpoS] %o
}18Z E[ ~TiiiW i68s v ]+ Z €S ]JvoC u}E ]v cudinphs iSdbes (}EuU o
}o %] <+ }(A}} }E ( E] U upv v E ]%Se v }5Z E o u vse )
(2011: 174). In utilising the concept of the expanded archive, Cresswell brings questions of
history and identity to disrupt the authority of éhdecision to tear the market down.

, C v >}E]Ju E[+ A}EIcutiurpl gebgiapher woikg at the edges of

archives. Te twoarticlespublished in 2003 attempt tgain a crostemporal creative
perspective, anddao 0} A §Z «Z](Seiff A ve Z o0 « }( ]thejnp@Endak }(
and the institutions, Lorimer expands the concept of arch@@a: 200 This, he argues,
grants acces an **}ES3u v }( Zeuwithwhich@liseforking,Z Iv}Ao P]vP
[his] own increasingly purmefulattempts to assemble, presernamdre E S [ ~Tii1T W
199),and 3} « € Z (}E& A] E }vv &]}ve &} §Z S e }(PIPE %ZC|
he is using an expanded archive to resonate with contemporary narratives, for
Z€ *}veS 00 $]d subjetts ]eperiences and sources from both past and present are, |
contend, one means to embrace a creative biographical dimensionjiftdE % Z] o €& « & Z
(2003a: 2000)Although my research is not geographical (as in its major outputs are
creative)there is an obviousonnectionbetween my work and Lorimé& [« SZ]vI]vP Z E X

By their consideration of the small story, the uncollected artefads, ¢clear that rany of

theseinterventions have beemade tochallengghe aE Z]A [+ % § & ]it@Ehidugh p3z}E
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the collection of living voicesh&se pojects seeko find the storiesnot preservel, to

privilege the uncollected and} Z P lved §Z PE Jv[ ~.BorexdmpaU 11iiW |
human gographer Kay Anderson (1998anages to convey theultiplicity of narrative

present in the Redfern area of Sydney (a place that is primarily, and negatively, identified

A13Z zZ }E]P]v o]S difect quofatioAs frdn research participants with the results

of her own achival (and expanded arcfal) research SZ « (E] -« Zall&d fie)d of
field-AYEI[ « «}u 3Z]vP Zu} ]@nf usks bérwiethddstd J«3]Jo «}u Ju PJv]vP
€Y SZ 8§ A+ 0 ES 3} 00 % E*%d99W]B9)ConseduehtlysHevdatddl [ ~

a piece of writng that, whilst theoretical and acadeoyusesimagination and narrativéo

argue for Redfern to be understood as a hybrid space of porous and fluid identities
(MansveltandBerg, 2010: 350).v  (E « }refearch in Redfern hadvious connection to

my ownmethodologies and aimdut her work is not poetryl. will nowcontextualisemy

work alongside poets who hawveorked with, orbetween, landscape and archives.
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Creative Context

While reading for this contextual review, my driving sense thasseekingf allies To find

poets working in the same mode of investigation, or on a similar subject, was always a joyful
experience. It was byeading the work of my peers thatas introduced to the sensitive,

yet playful,use of historical documestand the valueof poetic exploration of regions in the
UKthat have had their ground and structures altered by the mineral processing industry.

The poets selected for inclusion (and there could have been many more) bring modes of
selection, processand creative exploration to the archie-landscape (Bce Oswald, Justin
Hopper),the archive proper (Susan Howe, Catherine Bownaaudto the archivein-name
(JoshuaBPs 8+X W 8 E Z]o C[+* A} @®dcavhthorarch&éand the particular
mined landscapef Derbyshire, wherea8ndrew Forstekvrites of the postmining area of
Leadhills in Scotland. Finally, vv K[*uproM@&I| }v 3§ Z-mifed\Wesork
landscape is examined.

This section is written not only as a contextualising survey ofighe, fout as a
continuation of the previous discussions. Reading (and hearing) the work of poets whose
works approximate my own has been part of my creative practice; therefore all of these
related writings should be understood as part of the expandedigecthat encompasses
Cornwall, its people and my own poetry. In writing of, and through, these works | offer more
Al v 8} *u% %}ES uC pue }( EE] [+ 8Z }E 8] o E Z]A U Az
§ Zv]<p }( & % S]S]}v[ ~i00sid itsélt allvelat€d jwitngs] he expanded
archive, | argue, does not differentiate between material replication and poetic inspiration.

Thus these selected worlase drawn into the archive bieir shared subjects and modes

of meditation, eitherupon a particular archive or the poestdustrial (particularly post
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mining) landscapeTlhis chapter will offer close readings of particular poems to establish

ZYA 8Z «+ AE]S E+ v P}3] & +Julo G & «le 8} ZW} SEC v 8Z E
wherethe study of these works influencedynown experiments in coalesciagchive,

community and landscape work.

0] KeA 0 [+ %)} SEC }(5 v AYEI+s A]EZ §Z +CVEZ o » }( 8Z »

(V513
N1

KeA o [+ AJEI o0]Pve A]3Astext readivg of Qéarnwall discussed above, for
«Z Z}(S v % conedreance with posstructural theoryvthe earth as already
Ju &] 8§ ]Jv o vVvPuP [~ EueSE}VPU T110W i60X &UESZ EuUu}E L
resources and communiigased investigations to writé Sleepwalk on the Severn
commissioned for the 2009 Severn project and subsequently published by Faber to critical
acclaim?19The work provided a framework for the generation of creative work by artists,
musicians, theatre (both street and stage) and commity groups during the Severn
& *3]A oU AZ]PZ]Z] ¥3 Ju% S8+ ]Jv €& ]*]JvP }uupv]3C Vv o0V * %o
(Jones, 2009: 3) thugh its sustainedelebration of the landscape and the people who live,
work and holiday in the area.

A Sleepwlk on the Severhe « $3]vP Je vV]PZ3 }v 8Z ~ A v +3p ECX /5

AZ] Z 81 « %0 (JA 8Ju U Z 3]u v 1(( & v8 3 P }( 8Z u’

9 Gloucestershire Archivegere part of this mukagency art project and provided Oswald with a twelage

(Gloucester Archives, 2014, n.p.) document of examples from therdsetmat related to the River Severn

(National Archives, 2013: 16].hese sources were added to by Oswald's own interviews of community

PHPEHUV WR LQVSLUH DQG VKDSH WKH YRLFHY WKDW PRYH WKURXJK W
sources, fond for her, negated the need for the poefdd® RUH WKDQ uD GD\ RU WZRY IROORZLQJ
interest in the archivgpérsonal communication with Gloucester Archives (3RIphis could explain the l&c

of archive apologia with itgt V KR Z L Q J ,Rdnatéi beNiofv in the poetry of Howe and Bowman.

0 The scope of influence & Sleepwalk on the Sevesas both large and lasting, not least because the

publication of the poerhy Fabemade the work widely available, as did the subsequent adaptationdis a ra

drama for BBC Radio 4.
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comprises many different voices (for example, the moon, birdwatcher and vicaxje\l¢o,
KeA 0 Jve]eSe §Z § ZdZ]e ]* V}8 %0 CX @ZFee]~11%OMWUTPW + A E O
significantlystructuring the work in terms of both lyric and mative polyvocality. As the
preface stated) ZrDAS characters, some living, some deatlbased on real people from
the Severn catchment, talk towards the moment of moonrise and are @by iS[ ~T1i0W
2). This, the peface tells us, is a poem of inclusion, where joint purpose leads to jointly
experienced effects.
The use of the mooas an organising principle allows the poet to simultaneously create

and relate the nightusers of the river, each one responsivetotu}}v[e Z VvP]VvP 5 §
andits]v(op v }v A 8§ EX dZ A}lu v A]JS3Z %]o %*CU (}E /A u%o |
paths/ Was Z]vP A]§Z PE}AJvP C 1 dZ E]J((s v E P+ }( u}sze[ ~1
§ 1JvP }v 82 A} }( eul ] C &E&}Av]vPU § oo+ }( ¢« ]JvP 87 u})}

UlvPe3 §Z up (0 Se[ ~TTIOW iTeX Z Z E S E A%E * » SZ |E
through, the river. Their stories enliven its natural features and the life that surrounds it.

ThenonZpu v o ve % U  E] e« 8§8Z Z uS](pol hv }uvSEC }(
3) is fully presentand often embodiedn the poem, from marsh grasst § Z% E] o « ]S
Z lo of ~T11®W §dU VP E}ue up YSE UIuSZE¥S*Z » 4 Z 0]% upe O
(2009: 30). Through the interactions of moon, river and people, the poem builds towards
the moment of the Severn bore. This is a tidal surge, formé€d $Z v E E}AJvP }( §Z &E]
channel, whictdraws large crowds each equinexAZ v 3Z A A [« Z ]PZ& ]+ & |8« P(

The poem describes the crowds lining the bank, who:

stand on the bank, zipped up, staring through cameras

or pressed to pub window®r under the willows in the rain,
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running through fields in wetsuits, whooping,

wanting to ride the veryim of the riverwheel (2009: 32)

*% 13 3Z % 1(] * }( A}] V *S}ECU SZ %o} u[e %}%o 0o S]}v e
experience the river, BZ 0} oe¢ v A]*]3}E*X n 8} 83Z %o} u[s %o CE %o}
2009Severn Project) this inclusivity must have been a compositional consideration, as it is in
UuC }Av A}JEIX dZpes KeA 0 [* %} u JvE EA -hAmanzZthauspeciic $Z v}v
story and he general crowd, without privileging one over the other

KeA o [« TiiT %art,udsimilarly sourced from interviews and landscape
interaction. Oswald spent two years walking the river and recording conversations with the
people that she encounted (2002: preface, n.p.) and their words are used to build the
E]A E[+ v EE §]A X

UnlikeA Sleepwalk on the Sevebart has particular contextual significance due to the
]Jvd Eu]vPo]vP }( 8Z E]JA E[* v SUE o v ]v |pesr®f quieth%o SV }
postindustrial, once reverberated with the sounds and vocabulary of work so ably captured
Z E X &}E Jved v U AZ v 8Z E]A E % <+ » Sjpstiffedllioes of uJooU §
Jv(}E&u S]}v Jv(}E&uUu §Z2 & (E iceAca tasektraot] iver Water for washing
§Z A}}o v (}E u I]JvP p% 3Z C «[X dZ E]JA El*% | & Juu ] &

associated terminology in a spill of language that mimics rushing water:

tufting, felting, hanks tops spindles slubbings

hoppers aul rollers and slatted belts

bales of carded wool the colour of limesto(2002: 19)
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Subsequent industrpased users o}vP $§Z EJA E[* }uE-+ Jv op 8Z §]v LS
up his own alluvial plant on the banks of his fields (2009: 17), the sewadgemarho
Juso]v o Z]e & o0 8]}veZ]% A]38Z §Z Zeu 00C A § E[ ~11i0W iieU
| %+ §Z @E]JvI]JvP A8 & « (W ZdZ]e ]* AZ §1 %< C}lu v u o]A
§Z E]A E[ ~11i0W TfieX , E U $3Z A B[E IVIAGAZBEE} o[wWSEZz}p
A§ E[ ~T1i0W e v}3 }voC p e+ Vv}3Z E Spuo }( 8 Zv] o & Eu-
AZ}o %} u[* %}0oCA} o0]3CX

As inA Sleepwalk on the Sevef@swald uses aE ( 8§} (Jv Z}A 83Z %} ul[e A}]
(pv S]}veW Z2dhdic@tons@ the margin where one voice changes into another. These

} VIS E (E 8} E 0 % }%o0 }E A v (]£E §]}veX 00 A}] « +Z}

UPEE EJVPe[ ~TIITW VX%X*X dZ %} u[* (Jv 0 0]v « & ((JEu &Z]

AZ}[» 83Z § u}A]vearkesfe.sZ

dZ]e ]J* u U v}vCulpueU A § E[* *}o]o}<uCU

all names, all voices, Si§hape this is
Proteus,
whoever that is, the shepherd of the seals,

driving mymany selves from cave to ca(Z002: 48)

hel]vP §Z Z v}vCu}lpe[ A § E -+ wbilliy opénsEheopDemJto muyitiple

readings. For example, Deryn Relemes finds evidence of a struggle, suggesting that

ZKeA o [+ E}o }( }A B+ E }( 8Z %o} u s ue 8} vforhersel u%3 3} (
v (}J}E& v SUE [ ~T11AWTTO0 e« ¥es/ArmdtxohHoeatds a MofE pacific
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polyvocality, structured by the shifts in form from sheegntence lyric pieces to prodie
monologues (2009, 193). Following Armstrohgpuld argue that the formoZ ~0 %A ol
onszZ ~ A Ev[ ] }vaBlE&SE Z4 vC #tleedoem jo surface, as briefly
evidentindividuals, much as waus break on a surging river.
“HeS]v , } %wisk &sptakes stories of water as inspiration. Huelio sequence,

Public Record: Estuafiopper, 2013pegirs in archival sources detailiniget sea disasters
on the Thamesdtuary in Essex. These poems, like those of Oswald, evoke the presence of a
living water, here inhabiting a landscape of salt marshes and mudflats. The poems
incorporate direct quotations fnm the sources alongside local narratives through poetic
interpretation, accentuated by the voices of different persons reading on the recofding.
Public Record: Estuamas commissioned by Metal Arts and debuted at the 2013 Shorelines
literary festival.fis available as a walking tour or can be streamed online forvvkieh, by
returning thework to the community that originated it, mediates its unavailability as a
printed documentt?

The firstpoenld Z,]PZ t § @pens @th[aJlinghat unitesthe structure and theme
}(8Z %] X ZioraB( SZv (}E& <Z}E v S§Z - [ ~TW iie A}l o &
communality of the listeners (the humans who work with, andiagiathe sea),

foreshadows thanany speakerso- }u U v esuPP ¢S« §Z ad @chivguifis (

11 'Q D PRGH UHPLQLVFHQW Rl 6XVDQ +RZHYV FRQFHUQ RYIgageDUFKLYDO
RQ KLV ZHEYV PWlt R&drd:Wdtads hased on true events, but it is not meant to express factual

informaion [and is written] less from a historical perspective th&dd® D SRHWLF RQHT F QS >LV
mine].

27KXV +RSSHUYV ZRUN FDQ EH H[SHULHQFHG EH\RQG WKH PRPHQW RI S
outcome from my own publications through CléoBeak Books. However, as | was also responding to requests

to be able tweadthe poetry it was important that | produced a printed source rather than record a reading
@WKRXJK , DFNQR ZO0 HA&SJlebpwakDmthe Sexdying $li¢cess in bothedia).

50



v}§ }voC P 3Z E]JVP }( %o E]VS IUE & YWE|VE} SZ ® AZ] Zo]e Z.
§Z}uPZzZ §Z s&gsofatyglests

As well as a firm sense thfe marine history of Leighn-Sea, listeners t@ublic Record:
Estuaryare offered more diverse uses of water from the archive; yet focus remains on the
§ ve]}v 3A v §Z A S E[+ ]o]l3C §} 1}3Z R.JWiszjpadelears} 3 | ]38
when suc,amoment « ZdZ Juu E-<]}v &(Leigh ®h-Sunday, PastorJenes of
S§Z > 1PZ %S8]*S ZPUE Z %oS]e SZEA]PZvt]S IE DBBLU-0 [ ~
U}A ¢« Juu ] 8 oC Jv8} Z5Z Alo E E VvVVAE P]Jv }u }Av
dZ u s Jv 8Z pel }(8Z A v]vP[ ~O0W id«X gtdm, wherecoystdive }v3E
bestows a symbolic new life, to the loss of natural life when access to water is prevented.
Furthermore, each of thesemoments is framed in the wider narrative of death at sea. The
water, it is suggested, is as capricious as it is egdent

Hopper provides synopses of his historical sources on a separatpagel(2013c).

03Z}UPZ v}8 & % E} (Elu 8Z @& Z]A U 8Z]+ 00}Ae §3Z %o} ¢
important in the compositional framework of Catherine Bowman (see belbar example,
ZdA} wkar}o }Ce €Y+ }3P E}A trescu&€d drowning girl namegorry
Rand from the creek. Some fishermen superstitiously avoided learning to swim, feeling that
] AJE« 8} VP B 8Z } Vv C Z 3]vPeXSe)} %Mo SE [+~ 1AH %oW] v X PhoX }
own archiveof-relation serves a dual purpose. It not only fulfils the lyric urge (demonstrated

by Howe and Bowman) to show the poet at work in the archive, but also provides the

B3 All extracts are my own transcription from the Soundcloud audio files, giving the time locations as (minutes:
seconds)As | have only experienced this poetry as an audio work | have not used line breaks in any of the

guotations that follow.

51



production notes of a confident poet whose sefions were contained enough to allow such

0]*3 Al3Z}us 32z ( E }(v EE 3]A }Iv(u-l}v }E Jous]}v }( 8z

dZ o 88 & Z o( }(SZ (]Jvo %})uU zZ , o( D E]v Wo [ ~(E}u
Y% % E[e }Av eAmEEc&N}AECEE, which brings its own presence and poetic force.

o JulJvP 3§} JVEE} p Z&UESEZ E + A}E U }E E 3Z E E]A E A

drifts from water to note the changes of the season on éstuary at_eigh. In this poem,
the soure text, CJ. } (E v ] Th¢ Naturalist on the Thamé€s902), grants the poet eyes
and a voice with which to report suchmomsSe « SZ (]v ]v P fii{get! wida avild
E}e Vv AJo %opu[ ~6W iieX ,edHierdidter %emdo be inhaling one

mind, where the datedegister promotes the sense tife contemporary reclaiming words

}(8Z % 35U AZ & 8Z oCE] Z/[ tu }JvE 8§ ¢]§ X § §Z]e ¢
A}l] *% | E o A e« 3§Z P }( 38Z A 3§ E d&pxamgisetMvith/a(}uv uC u]
% pO] & (< ]v 8]}JvW 8Z & o u 3]}vi(ov (E}u 3Z A A [ ~6W
therefore, arev}s }voC }(( & usS %ZzZ}E (}E& S$Z r&d@nedotolthe [ § £S
theme of the human struggle with an estuary, which is sames land, sometimes water,
and always dangerous.

Listening to this work reinforces éhdifference irreception thatreaktime, voiced
delivery provides. This piece is striking in its verbal liquescence, and the frustration of not
being able to findhe copies to read made me atteradl the closer, and to enjoy those
moments when | los&hat is being said buam stillcarried by $Z %0} arj®e andhe
connectionsof sound. Hopper describes ht6 E 5] e« AYEI AZ] Z Z8] » 8} % ](]
tohapvs $Z u A]S3Z uCSZ[ ~,} % Bt I@oiid arguevhatheraschive, rather
than myth, provideshe driving vigour of this piece. The stories thfa¢ poet accessed are

not universal or generic tales; they are specific, and recorded not onlyeitottal record
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Y((] uS Jv $Z o0} 0 }ve J}uev o X Kv P ]lvU %} SCEC ] $Z &
spatially, temporally andoy giving the same consideration to each elemeéetnocratically.
Aue v o }A [« 1006 ®iefcehNrow, collectsthree long poerrsequenceswhichwere
§Z @& +pos }( ,}A [+ ]vEthE &chRe $] logidarsGharles Sanders Peirce (1839
1914). This collection not only responds to the 100,000 pages of m@productions of the
original manuscripts held atthe FEA & hv]A E+]3C[s ,}uPZs8}v >] E ECU u
v &C &E]S] Jeu (W ]E [- ul }uS% usX
PierceArrow provides a valuable guide for the transmutation of archival fact into poetry,
13 }» Joo § sU + (E]8] "ue vv Zhe@leqoPpoetis ahl Zcademic v
]* JUE+ €Ye I]v }( Z%} 8] Z]*3}E]IPE % ZC[[~TiioW 806X ,}A
treatment of fact is obvious; indeed, in a 1996 essay on nonfiction film she names poetry
Z( SH 0 S 0 % SZC[ ~i600W aiedaroundmhedetast@®arking a@und
us &) o $vPlo v /£S5 Ev ooC A E]J(] oU v SE veu]Se §Z «
PierceArrow shows apprehension at what is lost, or changed, when poetry is the means of

this transference:

| can spread histircal information, words and words we can never touch hovering
around a subconscious life where enunciation is born, in distinction from what it
enunciates when nothing rests in air when what is knowledge?

A person throws a stone

as fact through air not

fad but appearance of

factfloating in vacuug1999:6)
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For Howe, therefore, facts can be thrown. They have weight and trajectory. But Howe
Juu ] 8 0C pv Eu]v ¢ §Z]c %}*]3]}v AlS3Z Zuphichissa us %% E Vv
reminder, or a warning, that th&act of the archive may not be factual outside it. Therefore,

e 0] 3Z :}C  euPP e3eU +%]3 ,}A [+ £ ESE]}ve 3} %o E * Vv§
%} SEC Vv }VOC Z%}e sp*% S5 o0 u v3e o JvP (LESZ E A C (C
identitytZ § }po E § C 8$Z § SEWUSZ[ ~:}1C U TiiiW TieX /8 ]e
the archive is an ideological practice founded on subjectivity: it cannot lie, but need not
contain the truth. This is particularly pertinent when examining the letteBaiflton and
Watt, whose awareness of the letters as rec@devealed by the presence obbviously
disobeyedt instructionsto destroy the letter once read. For example, in a letter detailing
confidential plans around changes in the copper industry, Jamh S vSE SeU Z pEvV SZ
o §S &E $Z S/ u C v}s E } u P highlis Eejnfovagd be@eath tHsigndture
Al8Z zZ/ P C}u Aloo 3 E} G187 ]Matthdwd BiELfton erids@iletter about
payments from smaller Cornish enginesSid Z pEvV SZ]e %o] [ ~ iA6TIiIl06eX dZ
to alter the record not only suggest that Boulton and Watt were aware obfterlife of
their written words but alsaaisesthe question of what other letters might have existed but
were subsequently destyed.

Howe collectdacts that leacbeyond the archivén Pierce E E ppdning section,
Z EJ]* [Uvu (8 & §Z Z}pe W JE +Z E-liké\jages,anrerd]( X dZ -
Howe first describes herself at work, recount the difficult condgiamthe Harvard

e u v3X dZpe ,JA [0 JUE u s Z +3Z3}(WI]JE U Az} 1 31
evident in the sheer mass of archive material. Sherrges his history, allowing her own
asides and connections to build her Derridean assa@aichiA X &}oo}A]vFclainE E] [
§Z § ZdZ E }®}ZYA[ ~i660W 006U ,}A [+ JvE E% E § $]}v }( §Z
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the new work being inscribed inside it, inviting new poetic directions for the next two
sections of the book. Thus Arisbe leads to H&EBU S} W} % [ SCE veo S]}vU P}} %o
manuscript, Emily Dickinsarall of which wait in this first section to be taken up in the next.

These indications of intent, Howe suggests, serve as a corggageor programme of

study:

| will print you a gllabus
Continuity probability even

the predictability of drift (1999: 2)

Thus the subsequent poem sequences that complRaggceArrowU>Z]leuE }( SZ dzZ }EC
0 v Z° | V(IJPWEE (E 8} }v §vs§ WI]E [+ E Z]A U sz §Z
other writers and the value of myth, with a freedom predicated upon this poetics of drift.
Whereas Howe follows a sequence of moves away from the content of the material
archive, the poetry imhe Plath Cabindty Catherine Bowman (2009) keeps on@adhan
her source, the Sylvia Pla#iichive held at the University of Indiana. Bowman makes full use
}W(8Z @& Z]JA U }8Z usd§ Elo v }v %3p olpidtuE Z &E Z]vlio]vPU
Ju PJv]vPe[ ~Ti1i6W 06 }( $Z A] E E Z]A.ThisBdMngrom@EhtWo $Z u
e Ju }(Z & AYE!| p%}v ZD](EACVSe XE~GiOW 05U us oA C-
centred upon Plath as subject.
Like Howe, Bowman informs the reader of her time and effort with the archive, stating
§Z 8§ «Z <% VS |l@asgunakle arfdosnowy afternoon with the Plath materials, looking at
§Z €& (S*U 0 §8 E*U %Z}S}PE %Z+ v u Uu}E ]Jo] [ ~T1i6WO00D*X
JVA «3]P §]}ve E *%}v » 8§} Z8Z 8§ ASuUE - E A o C 3z €& Z]A
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embodie C $Z ¢ } i Se¢[ ~1110W 08X /v }ve] E]JvP u 8 E] o A] v

as her passport, her paper dolls or a braided lock of her hair), Bovafifers @s outlinedin

her own words)— v}$Z & A C 3§} P} | 8} Wo 3Z +(2009:069) This P} (JEA

point reinforces the perceived stability of archive material, andgests why poets are

drawn touseit U (}@& 8Z Z €& Z]A [ % 8 v $§Z %edstin @paen¥%e E + v3 U
In the chapterof this exegesidescribing my createvpractice, | EPU SZ S%® Q]VvP|

is an essential introductory stage for a poet working with an archive. Not only does this offer

a strategy of resistance to being emotionally or artistically overwhelmed but invites its own

discoveries though the sgors and glue or the algoritiic patterning of words. Bowman

pHe « §Z]¢ § Zv]<p 8} }oo § v E (E u Wo SZ[s SZ}uPZSeU ]e§]

Ujlu v8eX &1 E A U%0 Z ] EEESVES U} %O ¥|vVEEO]V ¢« }( Wo SZ][-

Dear sweet diary,dday is the day of my
Oh hum drum diary. Some old deep dark
Little diary, Mother has bought me

Dear, diary, How | was{@009:36)

This is a poem of brave new beginnings, as though each new entry could offer the

E ] 3]}v }( 8Z % E A]l}actionv@pe ydte(altigudh the lines are cut from
whole sentences) the progression of the opening wor@sear, Oh, Little, Dear
simultaneously gives the sense of a halting, unhappy speaker, catching themselves on the
edge of confession. The choice of where @S o0°+} Z vP ¢ o ve S} pv &« }E SZ
quietdes%o E 3]}VW (}E £ u%plY ZEXA]FIA 0C E%E «<]A v 15« &
8Z A E ZA <3 [ «Z](5- | §}y Z/[ + 8Z +pi SU CE Jv(}E C sz
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the line lengthsThus Bowman's careful arrangement of these incomplete lines and shifting
termsof (( S]}v ]Jv ]JE& S8 E ¢ }Vved]|E S} €& S8 e ve }( Wo §Z
and urge towards seffiestruction.

Directlyimported archive material also framegd Z]vPe+ 8§} SU W EgeUTHI®AT[ ~T11d
%} U }% ve A]SZ 0]3 }( (}} W ZtZ]$§ veU E v CU + EP}SU
« Avo]ve}(8Z %} uX Wo §ZU 3Z AE]S8 EGU ]+ E}uPZs ]v }v o
Ko]A 33] SWUniVthE peinKthe identity of the archive itself has dominated the reading
of the poem, where the collated details resonate with questions of origin and authenticity.

The reader is invited to imagine the sources, whether letters, diaries or menushand t
poem slips into a mode of historiography, reading (and presenting) a collation of curios.
However, this is soon undermined: Bowman relocates the mood of the poem, and bestows
H% 1}V §8Z <% | &E IviAo P }( Wo $Z[* o]( U ATe]Sgewardi*}}v «Z
15 Z]Ju pvs]o Z @l).[ ~T1i6W
e Aoo ¢« 3Z us Elo*Zo §3Z pv]A E-]5C[* >]Joo C >] E E
}(8Z A] & Wo 83Z & Z]A U-93( ZA VE[QG( WOoESZde o]( X dZ +Z)
ZACoA] [ m&aioAfifd its beginnings in the archive proper (for generational material is
not listed in the closing notes) but this domestic drama, which relates the problematic
Jves 00 3]}v }( <*3}A C Z3Z P « }lolgptichasiiétoiwards Ros3Z [+
suicide. This use of dramatic irony is activated through the wider archive of common
knowledge, where assumptisrabout what the reader knows are important compositional
}ve] & S]}veX dZpe athenwo}ssyrces EFom archivesyaterial ard
immaterial parallels my own workkmongthe different knowings of the Cornish landscape.
In her use of the Plath myth, Bowman appropriates both life and death, but does not

allow this to happen unchallenged. The poetry critiques itself in ternexploitation, for
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E u%o0 Z~"CoA] [+~ vl Z Eu E[U AZ] Z ]E 3oC E e+« » Wo §
personal effects (and nothing could be more personal than hair, produced from the

Z% Ee}v[e E ]Jv op lv 3Z @& Z]A [+ u} E §] Y

Theykeep your hair here under lock and key
at the rare books library. Poets and scholars arrive in town

giggle nervously and say oh how very creepy

but still ask to see your braid, and when no one
is looking touch it.

(2009: 24)

Bowman, one of the visitg poets, does not excuse herself here, but insteddrsfa
utu vs }( Z G *% | ®[voW Zg}lu u vu( SHE uv sSZ S ] 00 *v
lv §2 e E3 A]SZ sv | u v 8}}[ ~T1i0W 78X dZ]e u}lu v3 }( oCE]
itsseve }( AJu v SE ]JvP ¢8}E] »+ ¢ 8Z C 3 0]*Z $Z ]JE (E] v *Z]9
trust.

dZ]e €&l & ] }( & Z]JA o A}YEIl ]+ 0} 81V u% Jv ZdzZ D ES
where the celebration of a violent death corresponds with faéntlegendsof Christianity.
The body ofhe poet suffers a number afeaths as the poem progressegdZ Z &S v
Puse Z vP Z3}} | Ju e ZAZ 3 v e uEV]VP[ U AZ] Z u}A « 8§} Z2&
Z ulE}pe EE}Ae 3Alv 18} Z @7)ZInEefereBingsthe-mythdd\of such

(JPUE » « :} v}I( E v ~§ €ESZ}o}u AU }Au v[s Epn 03] » 8} W
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§Z WE }(u ESCE }uU Ze« AJVvP[ 8Z § ]+ v}SU Jv ( 83U & o]P]}}
Ze A [ Wo SZ[e %o}ee oo]}veX

}eZpu WER TiidoouSE S]JvP 8Z D Z]v 8Z D | 03ZA|§ZXE0

§ZU pSU pvol]l 8Z <pdd WoWD BZ(ESU « 5Z A vs o Plvv]
E $Z € 8Z v « v Vv ]vPX dZ]s }o0o 3]}V % ]Ee* %} uSAI3Z /£ u!
VPE AJVRX}(IU §Z v]v B VIZAEC ' (Eu Vv JOOU*SE S}EX dZE}uPZ]
W1}E3 u]& & « Z]* }Av o] RA]EZ 8F( }( 3Z Joou*3E 3}E 3} A}l 3§z
15« u}A u v3 3}A & - §ZU v 8Z «<p *38]10J0XAZ §8 o]+ C}v

Due to the nature of the source material, there are no poems which engage with the
cHEE}uvV JVvP u 8 E] 0]8] » }( & Z]A ]JvA «3]P 38]}vU Vv 38Z % E}
appendix is a further removal from the poetics of archive use ¢ lidentfied above.
However, the sourcgu P « & ]Jv8 PE o 8} §Z]« E 3]A A}EIX , I[+ 8§
are deliberate, perfect, and often unintelligible without their explanatory titles. In an inverse
relationship to the strict archival function (wih holds documents that have been created
Zv SuE ooC[cess af Hansac@ohihese pictures have been created to help
understand an asgct of the natural world, found ithe movement of Mercury across the
sun orthe connection of boneinapair©0sl o0 § 0 Z v «X 08Z}uPz 8z A}YE zZ E
used on the fronpageof both the source text anthe poetry collection, Poteat'selation to
the archive, conceptual and material, is less obvious in these poems, which frees their
reading from any anxietgf authority or faithfulness to the source.

W}S[+8u}e3 } Al}pue ESE 35]}ve (EIuETU 0 Z]Au%@E}CGp $Z %] 3
§]130 ¢+ + 8Z 3130 * (}JE Z]* %} ueX ,}JA A GU-ZE|GuEIHEE} 52 |
E 3§ Z]* JAMEIHOSE S]vP v veA E 3} Yu *8]}v dZE}UPZ 8Z ¥
Z A o0+ >85 E+ C S]vP 3Z '"E V= VIS } B3 % Ji{ vd[E} A)w
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%}[E0] Ve ~V %0 C(HOV *+++ 3Z § ESRPEINRE|IN I+ E §]}v
cUP A }( WehBus33]e ups & JA]JA 0 *SE § PCU }v % EZ %+ P]A v
o I}( }vd 8§ Al§Z 8Z u s €] o & 0]8] «}( v & Z]A o Jve3]§pus]
dZ ]v ope]}v }( 8Z]+ }oo 8]}v Iv uGC & Z]A % E}A] <« 8A} ue (|
%} Spve] E JA X &]E-3U W}S § ]« A}JEIJvP A]sZ }oo 3]}v }
% E]u E]oC § £3U 0 }E o]vPul*8] + U v ¢ }v U Z]{¢%E 3] U
E Z]A & %@}A] « /£ u%o {Y(03ZE THAZIA EJASEGICU Jv §Z
ccp v Y} E PE %o} UeX /FZEZVP EE A% VZ § 7 E]EBL %} u
Zoou+3SE 3]vP 37 dZ }Ee€Z}AdZ YuwWb)}dZ D})ESZ v }PE u
%}+]3]BZ 8§ GveppdoU Z o( }E E « o¥ JyRv4X dZlv (o}A v
(Juv Jv 8Z puv E ¢ %} uU AZ E 3Z v SuUE o A}YEo0o U Jv «% I]v

§Z SE}p o U E <}v]vP u]v X
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ul}vP 8z Alo ( EvU
S u }lv SZ [Z}EMU

§Z 8] C AZ]3 Puse }( vs8e «% E

El}es §Z (0}}E-U v (Jo (8 E (] o

O(IE (¢]lwhy Z & U
ul o}A &}wdE X
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YA A EU Jve3ZA E+]}v ~Vv}AZ opeBZ]e Z - Ju Al}o v8U A v

*}Jo W

/ Z VILPZ }(
§Z A v]vP
$§Z Alo
Z}®H-
PuSe * %0 (E
E}ee §Z (] o
« C][VPU Z & U

0}A U Z E X

The preservation of thdineation, including the hanging comma, is important to the sense of
space in the poem, with a slowing down of thought as the eyes travel between the words.
This presentational convention, found in such seminal erasure workR®\Bg O8y Ronald

:}Zve}vU Je v}S S ]Jo Jv (@E&vesS Jv[e i660 (]Vv]S]}v }( & puE -~

¥ For a comprehensive history of the purpose and techniques of erasure poetics, see Macdonald (2009).
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Z}] }( (}&uU S§8Z S v E *%}v S} Z %} u[*s ]v JAl] pov X dZ]
selterasure provides valuable contrast to my own, differently desd, process of material
refinement (based upon mineral processing) in which | do not preserve the spaces. This will
be discussed in more detail in the section on compaosition.

Du Z }( W § & Ztollegtjen,Excavationsgan also be read iretms of archival

poetics.Excavationswhich collectsvork beginning inL995,is a series of prospoem
meditations upon nineteentitentury reports of burial moundrchaeological |P X Z]o C|[-
use of extant material in this wotk ostensibly laid out inis preface, under the title

zd Zv] o0]8] +[W

Italics: about 90% represent quotation from the archaeology sources, usually in
fragmented and not necessarily exact quotation, but there is a 10% anarchic principle
within which they can also be anythingelg his proportion is greater withold,
which basically represents quotation or feigned quotation from old texts, the

majority 18" or 17" century lyrics in Englist2004: 6).

Iv 8§ P}E]*]JvP §Z ZuvE o] o0 <]Pv aanpreZu wa € JubaRkatyw| v X %o X ]
E % E evviigned[U Z]o C[* % E from a gihiple guide to source material

into an invitation to see the poet working, creatively selecting andelecting. In an

interview collected iraspecial issue ofheGig Z]o C ¢S S « Z/[u \Excadati@nsES }v

dZ 3[+ 8Z I]v }( 3Z]vP ]81p=X~GAUAUG WGBS C[* A% ES3]s ]+ (}
this use of technical explanations to both project and protect his compositional method,

which is an essentialrpcess for a writer working with the words of others.
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Furthermore, the poetry of Peter Riley can be examined in relation to both archives and
landscape. Riley worked on a writing project concerning leangiin Derbyshire between
1978and 1981. Ulimately, he abandoned the main enterpridgwever, thepoetry was
ZE « pu [ ~Z]o C Weolleciad indsacks and Mineshaffd983). The result is mudti
formed and shifting, with, as John Hall suggests, a philosophy which refuses to be
Z+C 3 wratademic;thesteadd o "/_ }( SZ % Z v}iu v}o}P]eS ] usS Jvs}
UHOSE]% 0 3§ AES[ ~i600W dieX Z]o C[* P ¢SuE « 3}JA E « §Z o v
worked it are sometimes explicit, other times obscure, and yet always strive towards
comprehensijo]SC Jv § Bue }( SZ %}0]S] * }( 0ov pe W Zt u}po SZ
JME }Av EZCS8Zue«l |PV}E]VP §Z lo «Z[ ~T1{1W 07X

The mechanical and systematic repetitions of mining (which often influenced both form

and content of my poetry) have hpassed unnoticed by Riley:

The landscape is fed back to its source

at our fingertips; the one thing being made

is hoisted up the shaft towards home,

E }u o]JvP 8Z SEu3Z }( Az §[» 8Z E U
C AZ §[¢« uE 0oC <}u AZ E X

(Riley, 2010: 51)

Inthispoem Zz8Z }v SZ]JvP[ u (E}u §Z u]v]vP ((}@any | SZ ]o]s
things, the productive value of industry that affects people and alters place.

dZ % @& v }( Aop o u]jJv E o pv E SZ oVe % EAE C
awareness,asipl Z ¢ ]S } e ]Jv SZ %o} S[*X /v v AstoBdfiedd20@3)S E %o} ul
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Z]o C AE]S « §Z 8§ A ol]JvP Jv o© UJVIVP OV ¢ % % E} p  Z5§Z
CIME ( 8 «Z]v]vP A]8Z "o v ~ EC+3 oo]PFracks and JMEshdfts- TiiTW fiie;
§Z %o} u Z'ouSS}v|[ JooueSE S ¢ SZ u]v E ]Jve] SZ]*® % o U § §
& o] (}( *SE]I]vP o0} W zZAS E&}uv SZ Pu E u Z v]eueU Z v
§Z u]v E[+ C § Z e+ OM*S3E U Z] V[ %ilEW]WOEX dZ ve i GB}A
Z}] *2z2Z] v[ v Z3 ve []v8]Ju 8§ S}A E « % E-}v](] Pv C S
unwillingness to be extracted, as a landscape resistant to the human intervention. This is in

% ES o0V C u}uvs JVE-yU ZZ ®]vZ]o C o]vle 3Z u]v]vP v
]S et ¢ <p vS }uupv]SC (}E&u S]}vU S8} §Z }uupv o A% E] v }

thumping inside the chest:

For in spite of everything we are together,
every single one of us, dead and alive
andsju $Z]vP A}v[$ o0 § pe (JEP § J8U §Z]-

endless hammering inside mattg2010: 90)

A A EU }v VSE 3]}V H%o}V SZ %o}e]S]A Zpu v % S }( u]v]vF
*%]3 }( A ECSZ]VP[ *% I+ 8} 3Z o0}es }( }3Z ]v ISBKEC Vv O V -
(WESZ E ]Jv Z]oTafks and Igingshaftd AZ E Z AE]S » Z€5+Z u]v]vP
VA]JE}vu v ]+ A}Eo0 0}3 (}JE 3Z | }(8Z A}YEo [ ~1iiiW i606
Thus the sorrow of the Derbyshire paatustrial landscape pervades thasllection. It is
Z o V] ri@dMed with failed promises/ and premature returns (2010: 58), where
Z Vv }Iv u]v el ¢8 Vv VP }us 0]l *}E o[ ~TiiiW 76 u}A 3}A E - 5.
E ] S]}v (E}u $Z o v « VViheWalZedded/ur] & stent lake (2010: 91).
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Memories of the industry, language and activity are manifested in the extraction of lead,

Z E&S }((-P¥ oY EXE(EE}VS vI[ ~TT1iIW 0ieX dZ o Z * % E o]l
§ZE}UPZ}us 82 A}Eo [ us8 Z » v}IA ( oo v «]o wfully Salighiv p*3EC
§ Jo[ V}IA }voC «3]v &} ZZ v 3} 3@). This hpAdadsus-TiiiW o

back to the origin of my own investigation, which is bolstered by the attitude of cultural
value and celebration that now exists around Cornish ngrhistory.
Similar considerationof alead]v. 0o v ¢ % (E]A « 3Z %} ue }( v E A &}
2010 collectionTerritoryX /v USZ W3S E JvIBtAAZ} 23] 3} %o E ]
E} I (E}u §Z ESZ[ 8§} ] vS](C $Z tZouldibd’Riey,(the i@tructngl [
older poet.Territoryinvestigates the surrounds of Leadhills, a former mining village in the
s}usz A <3 }( ~ }30 v U Adta@es, hdritagibpsed tourist sites and the
physical remnants of the industry all serge} E*S E[* %} SEC }( %0 X

ZNZ (Se[ < E] * SZ uCeS EC }( *SEM SUE * (}puv }v SZ o0} o

Rough wooden stakes, spaced and strung together

with barbed wire, bare of any explanati¢R®010: 12)

Here, too, the description is bare, which seswe underpin the functionality and the

% E JA UuC+3 EC }(8Z 31| [ %E » v X ,}JA A EU §Z uC-+3 E

andthe nextstvl % @E}A] 8Z Z A %o v 3]}v[W
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€ Yon an old map | count
Fifty-three mines in a five mile radius

Undergnning the streets and house@010: 12)

dZ pe }( Zpuyv E%]JVV]VP[ Z E ~E 8Z & $Z v 8Z u}E } Al}u- Z
of securing, rather than destabilising, and, (as the poet has trouble distinguishing between
8Z Z}% V]VP }( ZZS@E] I} 3Z o]PZ3[+ + E] * OV e % ]v A:
remnants are so well integrated that they have become indistinguishable, hidden in view.
This is a process alive in the Cornishppst pe3@E] o0 o v+ % U AZ E §Z VvP]v
practical, mebanical shape hasecome a paradekee emblem of rural Cornwall.

Zt vo} |1 Z (20010: 17) uses a sequence of four quatorzains (the sonnet gesture is
obvious, but without the conventiodaise of metreor volta)to represent the four stops on
atourto u]v]vP Z E]3 P ]38 X dZ ¢ %} ue (LESZ E JVA «3]P § §Z
}u 8] v ]Jv UeSE] oX dZ (J]E*S %} uU S§]So ZdZ s]Joo P [U
% E o EA S]}VW Z/5 ( 0° *5}% % U 5Z]* %0 [U Abét@eencuPP 3]}

life-now and lifeasit-was delivers mixed meanings that could be valuable:

€Ye /S[e Z CE S} -
Where the village ends and the museum begins,
Public cottages found among the private

Like seams of ore running through ro¢R010:17)

dZ (MWESZ E %} us ~ZdZ D]v E+[ }$8 P [U ZzdZ D]v [U ZzdZ D]
E & }v3EZ SIUEU «Z EJVP §Z <% | E[* Ju% E ++]}v }( ]JVP Z

67



(2010:i6+U A13Z Z23Z A}] }( 3Z %P 1] }u&]I18).iAgWe final poem of
§Z o <p Vv e E] * 3Z upe pu }( 83Z D]v E+[ >p@EUSBAISU A  §.
sequence of poemss the library itself. Insidiéhere are storiego be read, buthe idea of
z ee % E A V3§ CEEE)®E] |* *uUPP «3]Nelavestdour EE] E -
understanding of the past.

Iv Zt vo} 1Z [ 8Z *% | & P Jve e §} 0} 0 *S}@E] * }( u]lv]\
poeuls (Jv o o]v » ~AZ] Zfundidppas a @tBmgage withmy concerns about

cultural representation and the attendant modes of access to stories of preservation.

dZ E [+ A £ u} o}( 8 Evo]lE E]v
and a recorded voice spelling out the rules:
each book may be borrowed for one week,

the cost of damage must beimbursed.(2010:18)

Through the wax model, Forster presents an image which unites the ideas of history faked
for§Z | }( *% S o U o00]JvP 8§} ulJv 8Z % ES] pno E S ve]}ve
(JE % E « EA §]}v v §Z Z E pdishlayFurthd@Edatd, the idea®f old,
dead rules is criticismof cultural hierarchies, where the stories of the village are freely
§}Jo U pud8 vy }lv ]e 00}A 38} AV %% E} Z 5Z }}le }( %} S« Jv
Burns, / of course, Wordswdrf Coleridgd ~ 11 ili8)V However, this poemworks well to
support thesuggestion that the heritage preservation, the preserved stories, are just that:
ZE }E E U % ES] obandRobertsp2a12:4&7)Eo0 C
Iv ZIvs} S§Z ,]oo0-][e paoetagainiadldresZes this concerfhe speaker, in
walking the landscape, is in the dual state of psychic accessibility, \whengagines a
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ul]v Ee&Z Jvd} 8Z o]v » }( Alwge JUZAZp Z]e oJu » «3E § Z |l v &E

A §  u%obuj &40 selaware

Here | find my own rhythm
in a landscape with a host of stories

in which I hope to play my part. (2010:28)

Thispoem e« (E] ¢ SZ Z*SE S Z]vP }pusS[ }( = ve] ]0]SC 8§} SZ o v * 9
the act of poetic compositiod AZ] ZU ]38 ] *puPP 3 U E <pu]E « 3Z  E } %o %o
Es v A EC Cv}]e[8Z 8 ZA JPZe }AV[ 8Z u]v X /v §Z]e <u] ¢
*SE}VP E A E 3Z v Z]u P]v [+ u v AZ}a&theAparsuediteidoles (} E
ofgamel % & }E& u]v X dZ]es %} u[s pv E&oC]JvP VvA] SC & +}v §
& zZ]A AYEIl Jv 8z A}&EI }( ,}A v }Au vU (pv 8]}v]vP « A C
seeking the right to write. In some small way, this is carried through the asse tiaaic
U}A o« 3SA v ZHAW Z}% [U Jv AZ] Z %opeZ (JE % Eu]ee]}vU =« A
obvious inclusion, can be detected. Like me, Forster is not native to the landscape he i
working with, and the need to express the viewpoint of a strangeitcd give tle motivation
for this piece.
dZ]e @& Z]A }( %} SEC ] (WESZ E VE] Z C 8Z ]Jv ope]}v

collection,The Mining Roadnside are poems inspired by the remains of the copper
industry on the landscape of her home in 8Y€ork, Irednd, where the legacy of mining is

E%O0}E Z *}( 8Qu }663Z A]3Z]v 0} oU % E]A § 0]A o[ ~D 8§57 A
K["uoo]A v + E] + 38Z }oo 3]}v[e 8Z u =+ Z ]PP]JvP }AvU A]3Z
OV e % U v ]3[ccuburhl mémdryandtry P 8} « §Z]JvPe ]Jv v A 0]PZ3§]
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(2013hb n.p). The moments of these poems, therefore, are particularly geerta the
aspect of myenquiryconcerned with the local, and sometimes private, experience of the
Cornish landscape.
dZ 3]30 %} uU ZdZ D]Jv]vP Z} [ ~K[*no00]A vU TiiiW ide pe o ¢
(Eu (}E& 83Z Jvd EA}A v E ue }(83ZE P v E 3]}ve }( Alu vX ¢
moss is gold in the copper pools / my mother dreams her mother on the[rivdroduce
the temporal layering of this piece, for the mining pools, now dry enough for moss to grow,
are theonly sites left where gold isxchamed for copper. The poem unitése history of
Ireland and the mines through the symbolic unravelling eadreation of the
PE v u}sz E[s €& |JP vW Z& u]Jv €&} U u]jv &} U u}ee 3]s ZV |
«Z (31 3Z A}}o <pu]A Ee+ u% P Jv 8}A E « Z & 0 % X[ dZpes 3Z (
brings together the structural binding of generationghwthe idea of mortality, with the
PE v u}8Z E[e ZAluv <318 Z | v <Z]A @QRP *[X &JAES ZE®JPESL
unravelling of an existing garment to make a new one prompts thoughts of personal
histories being rold in an attempt to overcomthe official narrative, stitched by historians
and,as a consequence, being the only story told in anthéowider society. A similar
E ]JvP Z - V %% 0] SWEIZ(E BEK[VHOO]A V[e %} uey]v §Z]¢ }

d]v K[d}}o U Afpt: EPp -

[tlhe poem cannot but remind the contemporary reader of those other submerged
histories and absenteesmigrants, institutionalized children, Magdalene women,
refugees and asylum seekersvhose occlusion continues to be necessary for the
NeSIEC M SBv_ s} % E} U e ¢ urcatwve. \BSERHRIEI, o Vv
2013:85)
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ZdZ D]v]v Rlagés with focus upon the road as a carrier of memory:

| dream them now together in the mountain light
leading each other where the road windswdo,

and carries on, past where they thought it would end. (2010: 18).

dZ]e suPP ¢3¢ §Z SU o0S8SZ}puPZ s$Z v }( 0]( upesS }u ~ipes @

]o]3C 8} E u ~% @Ee+}v oU Z]+*38}E] oU po3uE o« v P]JA §Z
here could also mean the writing of poetry. This echoes my own work with the Portreath to

A}JE v ul]v E o S uA CU Vv}38Z E Zu]v]vP E} [ 3&rs E (pe 3§}
E oJu (}E& o0 ]J*pE pe X dzZ E E (pCGadiaEldonsBRipovithoe Jv $Z]
S§Z ovVve % W £ %S (}E& S$Z e E]%S]}v }( Zu}puvs Jv o]PZS[ §
Cornwall and the women of Cornwall.

In an approximation fthe archival need to gatherK [ * p 0 0 pAem$ ¢that deal directly
with the mined landscape & P §Z G&E ]Jv + S§]}v o0 Z"S}CE [X /v S§Z (]
ZNSYE Zlu~% EZE[e u]lv A} EIth&glo§ed ey prompted by the sight of

the ruins on the landscap@his is a short, effective poemvhich I will include in full:
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Where twopillars remember a way in

we will have to imagine it again,

dream the rusting bolt and door,

The evening stars breaking the ore;

to hear the work beneath the ground,

and mine the lower, darker sounds

the heaving and hush, load by load,

and the belloving roar of the wagon road. (2013: 37)

dZ %} S[e u* }( EZCu]J]vP }u%o0 S v}S }voC & ( Ghvand@E&E So0C S§}
Anglalrish writing, but provides a clear metrical push suggestive of the processes of

miningv the steady progressionof2 <Z (S*U §Z VP]v [¢ 8§ C SZuu%o]vP ¢ ¢
AS E (E}u 8Z +Z (83X Du Z }( 8Z %} u[* uovVv Z}oC }u e ]v §Z
ZZ A v&8IZ] Z }uo «]JoC Z A & ZA Ato etil fit tRe metfigal P ]v
structure) makeshe thought both imperative and plaintive: it is a forced reaction (perhaps

Av v uvA o }u }v U AlS3Z 18+ Z EI E +}uv [« SE]PP E C -
and yet also serves to remind us that imagination is the only remaining entry poin¢to t

Jv ueSECX Iv}Ao P]JVvP §Z]e euPP e8¢ §Z 8§ 8Z +% | E[* u]v ]e

title.
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dZ (]Jv o %} u (E}u $Z]s }oo &]}v / Alez 8} A u]v = }vs A£S
> A o[ ~K[*pn00]A vU 1iiiW &ieX dZheftéihatexdendEddt peneath thiev
sea bed, and opens with an admirable forthrightness. The speaker uses no imagery to
describethe tunnels below. This is the voice of one who, although not a miner themselves,

knew of their candlelit endeavours:

We alwayknew
they were mining

below the seg2013:41)

dZE&}pPZ sZ & o00 }( SZ wu]v]vP e}puv }( Z]v }ve}lo 0o Z uu E]v
S} }u % E&S }( SZ % *S ul]v E 0 % E} e X dZ C vS & SZ -

A S E[X dZ § 3Z &% Al  (JE PE}pvV » Jvs v3U A]JS8Z ]38« upe po @&

¢

A E up Z Z]PZ & §Z v SZ vlo X /8§ ] SZ ]E u%o0}Cu vsSU 3§} Z

¢

| o}vP SZ JE & +¢]vP (0}}E*X[ dZpues $Z %} u E]JvPe §}P 8Z &
the re-emergence of miningyatheringprocesses through poetry inspired by contemporary
landscape interaction, and also manages to control the temporal shift required to bring
together these different narratives by nevspecificallyjocating the poem in time. This is
something I have tried in my own work, similarly providing contragdetgils,such as
candlelight and iPhone# the same piece.
| nowclose this contextual review artdrn to methodology, where will discuss the
interview process, examine these of poetry as a methodology in itself, and critique my
own position in the work in terms of both (unavoidable) positionality and the artistic

construct of Listener and Speaker Poet.
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METHODOLOGY

This project uses creative work to bring together maties@urced from two separate sites.
The first source is the archive material known as the Wilson Papers. These papers comprise
the Cornish branch of the Boulton and Watt archive. They detail the business d¢tiamsaof
the Boulton and Watt Mining Compangpm 1780t1803, and contain the particulars of the
private lives (and deaths) of those writing and their families.

This primanyhistorical source has over a thousand piecesprising letters and other
documents from Boulton and Watt, their family méers and others involved in the
business. | completed the initial reading of the letters in 2012. However, interactions with
the archive continued in a daily fashion, with the use of the transcripts, my own notes and
trips to the Cornwall Record Office.dpproaching this source | thought that my
investigation would manifest astraightforwardy historiographicalj.e. the reading of
historical texts. However, upon reflection, it has become clean¢othat my historical
sourceswere by no means limited tthe archive and the books | read about mining
technologies and the history of Wes} EvA oo u]v]v PDieg tuthduBEjukous
promotion of mining history il€onwall, and the magpie mind of the practisipget, |
realise now that | hatdteen gatheing sourcesn the mannerdescribed by historical
geagraphers Cloke etavhoaddZ]Ju P]v $]A 3 {h€mond standard sources of
archives and printed materia(2004:93). Thisidea is further exploretby Morrissey who

oo (ESe S$Z § SZvedipa odP3duchSspurces as literature, travel writing, newspapers,
cinema, photography and electronic media are now commorgladhe[historiographical]

sub- ]e ]%o 02044F293).
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The secondignificantsourceof this workis material gathered though interviews with
people in Cornwall. | uskinterviews to research and record contemporary narratives of the
postindustrial landscape. Intel@wing is an established socgdience method for gathering
gualitative dataMy initial research into questinnaire desigrfWarren, 200} led to the
conclusions thamany of the formal data gathering methods were not Aggible. | wasot
seeking patterns, or to have a hypothesis verified by data; rattveais gathering inspiration
for poetry,drawn from indivilual experence of the material landscape anelated through
thoughts, words, and impressions. Thus the interview type | employed was the qualitative
(unstructured) interview.
Qualitative interviewing focuses oiZ ¥sonal perceptions and personale S} E] ¢[ ~ pvvU

2010: 111), where the individual perspective of the respondent is encouragedithut
Pv3o Pul] v (E}udZ E e+« E Z EX hveSEp SUE Jvs EA] A ;
Hep 00oC AES v JVA E« §]}v 3A v E URZ & X373vIEEA]EAZ
has a general topic in mind, but many of the specific questions are formulated as the
Jvd EA] A % E} U ]Jv E *%}ve 3} AZ § aRybid, ZHIA]3A). « Ceo[ ~.

V UVeSEN SUE JvE EA] A Z% EeryeweslZo tébth@r«gwn stgneB aj v
§Z ]E& }Av % U ]Jv 8Z ]E& }Av A C-U v AMase26d:B®E)}Av $Ju (G
This§Z ][+ eihelusiyé participation is an effort to access a cultural reading where
Z WoSUE Je AZ § }v 3}}vU Z}§ AZZmitk 20@: 225). However, these
interviews were initially framed in terms of landscape experience through mining history,
because that is how the project was explained to the participant in terms of the link with the
Boulton and Watarchive. | agree with Dunn (2010), who asserts that an unstructured

interview.
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requires as much ifiot more preparation thanite SEn SpE }HuvS E% ES €Yo

in musty archive rooms or perched in front of dimly lit microfiche machines gaining a
sold understandingf past events, people and placesated to the interview.

(2010:111)

Because | wasonscious of seeking material for creative work, whilst not ignoring nmy ow

presence and sensations, it wagportant that | wagpermitted to bepresert in these

interviews, able to converse with the subject and follow them outside the idiate

perimeters of the topidJ (} @& the Zo€ipt interaction of the qualitative interview, the

perspectives of the interview and the respondent dance togethetlifermoment but also

extend outward in social space and backward and forward in time. Both are gendered, aged
v }8Z E®Ale ul}] [ ~t EE vU 71ibéddusedof ¥ighylprasdicd does

need critical address aricexplore this more fully belowna in even greater depth in the

section on my positionality.

During the interviews | asklindividuals for their experiences of being in the Cornish
landscape, both in the familiar interpretation (walking the fields and the tourist trails,
experienang the remains of mining culture explicitly or implicitly) but also making room for
landscapeassensorium. This latter decision cameoalb some months into the
investigation after some anxiety about the gendieg of my investigationinitially,all of my
interviews were held with merall mining enthusiagtand local historiansvho gave me full
and detailed interviews but were resistant to telling me their personal experientesl |
becane aware thatthe only female perspective in the poetry was my oang even that
was being moderatetly the material | was writing through and my own engineering

training. The etry was in danger of presentira male/sciencdemale/natureduality that
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was undesable,if expected, for aRees:}v « AE]S W [Es(offerediitself as a
discourse imbued with an often masculinised authority, nature in many ways has functioned
e ]Se (ulv]e 1} % % }2UA. Theda réadings of my work, therefore, are somewhat

unavoidable, and yet ivasimportant that the femde voice andemaleexperience othe
postindustrial landscap®as represented.

Because phenomenology concentrates upon the perceiving body in the landscape, these
interviews use the phenomenological perspective in eliciting descriptions rather than
explanationdMoran 2008: 14). Thislowedme to allay any participargnxiety about
having to have engineering experience or mining knowledge to be included in the work. It
became part of my method, to explain that anyone with their feet over the Tamaarpre
selected and important. (However, these reassurances did not always have the predicted
effect, asrecordedntZ %o} u Z A, pegdA2s5)|

This change in attitude viewed the Cornish landscape as constructed through the
quotidian as well as the spead]*3U AZ] Z o]Pve A]3Z 8Z Z(] o }( & o 8]}Vv]
the archive by the use of Derridalnterviews that begin with discussions of mining culture
soon segue into talk of work, leisure and artistic pursuits, and thoughts of the future of the
CoEV]*Z 0V e % X ¢ tCo] *uUPP ¢SeW ZeSpu ] e }( 0V e % ]JVv(}EL
Z A Puv 8} (Jv A Ce Jv AZ] Z 8} «Zpsso SA v Zul] e }(

Jeep » }( %)}A EU u UYEC v ] VE]EC] ~TiiiW 0ieX /ithEZ &8 u%$

5Seealso TMRJIJROGYV LGHD RI W K189%4208)DrvitNs/rddes, Iddtial constructivism of

landscape is circumvented by segdall of its actes, human and nehuman, in a field of relation, described as

puD WRWDO PRYHPHQW R askhi$ mBdelLiahtoric® Ard Yhuistbncernd with context, it is

notappropriate for my work. As Lorimer notes in his critique of the ¥46kD SBED QW WR UHDG pWKH ILHO
want to sense it too: archivad,situand iInEHW ZHEHQIVLRQ RI pWH[W FRQWH[W DQG HPERC
(2003: 282)1 would suggest that the elements missing in the taskscape are found in the deconstructed archive

through the continuous play of difference.
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these ideas, it must be acknowledged that the use of a phenomenological attitude is not
unproblematic, for it could be argued that ethnography and phenomenology are separate
philosophies. However, besides the classic definitions, phenomenology alsmpasses
data gathered from those who have direct, rather than secbadd, experience of a
phenomenon (Patton, 2002: 104¥hich is an obvious componeat any ethnographic
enquiry. Furthermore, the use of both strategies represents the interdisciplinatyre of
this investigationAs E}VACv A] « AE]S +U Z€]ev §E}pu o]vP §Z }uv @
and landscapes | also trouble theundaries between sociology, psychology, environmental
studies, literaryZ }EC v Z]-S} & Clhis alsbi &howdedgeshe way poets

% % E}% E] S U +« & 3]A AE]3]vP Z]vs E+ 3+U %0 ]33 v u E
domains[(Donnelly, 2013: 128). However, if more formal permission is required, it has been
granted by anthropologist Barbara Bender, who asser§Z § o v ¢ % ZZ + $§} v &
study that blows apart the conventional boundariesb®d v $Z ]+ ¥} B)e[ ~

Phenomenology is also problematic in its form, being abstract in its use of the

subject/object relations, and to thus usetd describe a particular landscag€ornwall) may
seem at firsta misreading of theory. However, John Wylie, Tim Ingold and Christopher Tilley
are strong proponents of this mode of landscape investigation, even as they acknowledge

the difficulties. As Wie suggests:

A series of anxieties continue to cluster around landscape phenomenology. It
appears, to some at least, to be atentoo intimate and too abstract. Too intimate
in that, by focusing on lived encounters from which individualised subjects and
landscapes emerge, it neglects, or even neutralises, broader critical questions

concerning the cultural, political and economic forces which shape landscapes, and
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shapeperceptions of landscape also. And too abstract in the sense of being overly
preoccuped with philosophical considerations around subjectivity, perception and
so on, and thus insufficiently tethered to the historical and material specificities of

landscape (2013: 59).

Iv § @ue }( 8Z]° % E}i 3[* » }% 3Z E ]-3Zu-Z@jeaf®E] JOP 3Z § o
material e % ](] 13] *[ 8} *H% % 0] U ]V % ESU C §Z }v E § E .
experience of the local and the tourist are necessarily viewed against Cornish mining

heritage, being the physical as well as the cultural backgitothe ecologist and

% Z]0}*}%Z & A] E u *uPP ¢3¢ 57 3533Z A EC C ] Jve3]3y

horizons, stating:

The everyday world in which we hunger and make love is hardly the mathematically

§ Gulv Z} i 8[ 8}A & « AZ]]ESZE 5Z]us OA X €Y+ dZ A}E
and | reciprocate one another. The landscape as | directly experieis¢ardly a
determinate object; it is an ambiguous realm that responds to my emotions and calls

forth feeling from me in turn. (Abraml996:32-3)

TZ]e Z]JE & AE% E]vVv [}( 0V e % *% le 3} uC ]Jvs EA] A S Z
the citing of an emotional bond is important to the generation, andgmse, of this

% E}i S[e %} SECU Ad¢aivewritingddauseful contact point beteen two

seemingly irresolvablsubject positionsexploring,for example the tensions of experience

and ownership of the Cornish landscape by a local and a tourist.
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Participant selection: Theoly over the Tamar

Participant selection for any researcdquirescarefulthought.| wanted to make
participation as wide as possible, because | was seeking contemporary stories osthe po
industrial landscape, andl | limitedthe interviews to a particular set of people (for example,
those with direct experiece of mining) | would limihe scope of these inputs. Michael
W 88}v[e ~1iiTe A}EI }V %ot E %o} * fe frame %5 orjtefonsamplingvhich
involves outlining criteria and then sampling framthin the group. My criterial decided,
were livihg bodies in the Cornidandscape. Ira project connecting history (memory) and
place, the lived body is the essentiakgo§ A vU (}EW Zghysicakir atds), the
lived body puts us in touch with the psychical aspects of remembering and theahys
( SHE °* }( %0 [ ~ <« Thus iuitkér oGtlimacriteriaconcerned with
bodies and landscapes, | turned to phenomenology.

In considering bodily pseence and landscape this theagrees with Christopher Tilley.

The first chaptein The Materiality of Stone- 111 0 Ftdmzbody to landscape: a

(0513
>
<

(0513
N

% Z VIu VIO}P] 0 % E+% 3S]A [U + le 8} (Joo 3Z P %o
perception and the experience of particular landscapes. Here, Titley MerleatPonty
(amongst othes) to outline a phenomenological approach which concentrates upon the
experiencedlways being experience of sometgi from a bodily point of vie\wvhich]
seems to be of most direct relevance for conceptualising the complex lived experiences of
placeando v ¢ % ]V % *S VvV % E ¢ vS[ ~TIIOW TX

Tilley agrees with MerleaBonty that the memories of the perceiver are important in

understanding why they see what they see. He writes:
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The body carries time into the experience of place and landscapenament of
lived experience is thus oriented by and towards the past, a fusion of the two. Past
and present fold in upon each other. The past influences the present angrésent

rearticulates that pas2004:12).

Or, as MerleauW }v3C AE]S *U]Z%Z3HECuU }oo 8§ p% VvV PE *% v §Z
(2002: 80). This bringing of the past into the present is a useful tool when seeking landscape
narratives. Rather than recording reports of direct phenomenological perceptions, the
interviews provide rom for people to recount both previous experiences and immediate
ideas.
For my work, | thus needed axtension of the ahistorical, apolitical sensing entity
outlined in classic existential phenomenology (Heidegger, 1962 and Mdpleaty, 2002).
Theefore | identified a phenomenologicaly&] v§ & ¢« & Z *pu S 00 ZdZ }
§Z d u & |[XhesisssAdeused uporthe Cornish posindustrial landscape, tafact that
a body is over theiRer Tamar allows its experiences and perceptionsgoome archived
HV E 3Z % E}i S[* % E}A v v X
This Bdy over the Tamar is\aerse form. It i@ poetic algorithmThe Bodymay have
been born there, and thus to]lA Clv 8Z du E A}po §} 0]A v Z £]o |
9). Equally, the Bdyover the Tamar is the visitor: the tourist, the business traveller, the
student. Thisis consistent with the Cornish focus of this project and yet also welcomes the
inclusion of testimony from the itinerant perceiver.
| acknowledge the problems ink& vsS v S$Z ] H( } C Z}A &[ 8Z du EU
}Jve] E]JvP Zpuv E[U Z (}JE [U Z Z]v U Zt «3 }([ v Z8Z]*A E ]
sharedby any attempt to orient the body in place mg this geographical boundaryirst, a
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perceiver basd in Cornwall cod see the Bdy over the Tamar as away, for example in

AlvX ~ lv U §Z 8§ 87 ] }( JvP Z}A E[ 8Z du E }po U «<p o
% E+% S]A 31 v (E}u VPO V [* pv J*%ps 3§ EE]JS}EC Jv §Z
Anglocentrigperspective that is problematic for the Celtic population.

During my research | came into contact with many views and perspectives on Cornish
nationalism and the meaning of Cornwall as nation, coucayntry, holiday and home. The
Body over the Tamar can encompassoo $Z ¢« A] Aes pe]JvP ~ E Z Zu [+ A}EI }v
phenomenology, which she uses to think about the spatiality of gender, race and sexuality.
NZ AE]S W ZKE] v3 8]}ve *Z % Vv}3 }voC Z}A A JvZ ]88 *% U
worldofeZ E  JvZ ]38 v U + A oo « *AZ} }YE "AZ 5§ A JE § }ud
$}A ®0p6:3),}A A U 3Z pe }( Z}YA E[ % E}A] e« up Z SZE}uPZ §
Much as the two magnificent bridges caogrs and trains over the Tamar, the bodjtér
Tilley) carries its own history and sense of time into the landscape.

Thus it can be argued thatf EvA oo JvA]S « ]§« }JAv JE 38]}v 0]83CX > I} ((
work onmetaphors of orientatiorsuggests that most of the fundamental human concepts
are organised by metaphors of spacialisation, and these are determined by the physical and
cultural experience of a group (2003 tL9). They list many exampléd AZ & Zp%[ ]+ P}}
~Z %% Clu}@E 1Z 038ZCe vosiie (RA0B[ 22Y The%s8énish phra 24 }puv3s EC|
for across the Tamar defies thisrecent work byanthropologist Patrick Laviolette (2012)
argues that a particular directionality pervades Cornish spatial lingidst&yncrasies
(2012: 48) where }EV]*Z ] J}ue ~eu}idvdEdepote}England) are part of a
wider spaticlinguistic practice thaidentifies themselves & Zo} o[ }& ]Jv }u.Ee ~TIiTWI
SurprisinglylLaviolette himselfuseZ A «§ }( d u E[ Jv ZAjithdRIEGmehvEs

48).TZ pne }(*E2A]v u vC pithétZfor Cornwall and the Cornish can be read as
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part of a pejorative phrase, with the use of SoMrest in particular identified withd policy
of treating Cornwall only as a partafo EP & & P]}v[ ~ 138).E U TiifiW
The Body over the Tamaherefore, functions as an ontological metaphor (Lakoff and
Johnson, 29), where we impose borders upon the natural world in order to adequately
conceptualise meaning.maintainthat the Bodyover the Tamar can have its storiesard
without immediatel activating ethnenationalist responsesThis is supported by my
discussios about the phrasingith participantswho reassured me thahis expression did
not cause problemsThe Cornish were quick to point out that thase over the Tamar from
Englandand this barrier is symbolic of many of tbppositionsthey define themselves by:
Z IVIA € VPo Vv Jee 3Z E U v A v A E % EThis aligisyihv}s[ ~u o U
D] & vP[e* ] }( ZE o S§]}v owhereaQ\We aididi § Beetds just as
important as what we are, whicapplies to theCornish natioalist who wil argue against
any notion ofEnglisimess being applied to therhclose this discussion of the Body over the
Tamar with the words of a woan who hadnoved to Cornwall@me years ago but often
visited family in BristolShe saidZam over the TamarthwuPZ X z}u v[S u]e**,5Z u}lu vS§

that bridge ise} Z]PZ JQiYPvEA CIU[E 1 Z}u
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Poetic Practice as a Method of Investigation

Location between socially engatjart practice and the social sciences

A poet may write more to what one does not yet know; an ethnographer (a least in
the classic and positivist sense) writes more to what one already knows. The
ethnographer poet and the poet ethnographer must do both.

(Maynard and Cahnmanrhaylor, 2010: 12).

My work seeks to support the assertion that communjtge ] v $ ESe % E}i S ZZ A
power to address cultural and communal needs in ways and to a depth that few other

%% E} Z ¢« Vv o0 Ju[ ~"S B).4 amgupevthht pioedryy indparticular, is the art
form best suited to represent narrates from different perspectivesultural, political and
temporal,through its ability to juxtapose and integrate images and ideas. This is not simply
a byproduct of @ratactic or hypotactic syntax, where a progression of images can resist
classifying narrative vehicles or conventional grammatical structure; it is also a function of
%} SEC[* Ju% E <]}vU AZ] Z o0o0}Ae (JE A] & ]Jv ]JA] p o u Vv]vk
related cultural resonance) to be taken from the poem by each reader.

For this mode of enquiry, it was necessary Bwoetry and the Archivigo operate

across two traditions of research. The first concerns the act of creative writing, where the
generaton of poetry from the Boulton and Watt archive and interview material seeks to

nlo }J CIAYEI 83Z 8§ E (E vV » v & (0 3« 3Z }uupv]d] « A
contemporary landscape. This work has been made public through twessseific
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performances, offered in exhibition, opemic readings and academic conferences, and
finally distributed in printThe act of making the poems in such a context offers lessons and
attendant poetic strategies for similar projects. The public airing of the poenmagbakves,
however, fom the second strand of enquiry. Consideratafrfeedback fom events and
publications suggests that poetwritten from sources in this way cgromote a sense of
critical understandingt ( SZ 0 Vv ¢ %o [ Z]ecniélmporary @rratives. Thiss

more fully presented in the concluding chapter of this thesis.

Although this investigatiops (E u A}EI v E « E Z <p *8]}v } « P +3yp
the sociological, it is more a piece of sustained creative engagement with archive aad pla
challenging the perception that such attesed projects are not resolute in their creative
(} po v & 8Z & (}E& Z-+} ]}o}PC C }SZ B u ve[ ~D '}v Po U T1il
between conventional social science research data and my own data gatrethregefore
not in the methods of capture but rather in the attitudermed around these practices.

However, this should not suggest that my interviews were not as thorough, as ethical or as
valid as those of an ethnographer. The concept of the Listenet, Batlined fully in a later
section of this exegesis, an artistic analogue (rather than a setfnscious imitationdf the
trained social scientismmadewithout seeking to overturn or demote the status of such
research.

This position disagrees with vv §3 t]vs Ee}vU AZ}e }o o0 JuU Z]3§ ]
AZ} P} « (MESZ E 8Z v VC Zuu v o ] v8]e3[ ~idemfisiniifisU « 3o §Z
conflict. Carl Legg(2008) tempers and corrects the implied privileging of the poet by
Winterson when he stategmore usefully for this project SZ § ZSZ %} S ] Zpu v

e ] v8]e8[ ~iofi-U He Z%} SEC E & + 5 FESPH 0 *% * 5Z § JvA
IVIA]JVP[ ~i06eX &UESZ EU}E U « " Z u, E% E %}]vie }usuU ]!
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but the investigative $Z ue 0A « $Z § §} IviAo P U (JE Zz E 3]A AE
human knowledge and human emotion, feeling as well as understanding, so it creates

JvVA «3]P §]JA E] P « §Z 3 uvGC E+ E Zu 3Z} }o}P] + wvVv}s Z}%
This idea obridge-building is further taken up by Sus&inley, who argues that this is a

mainstay of any artbased enquiry, which:

creates and inhabits contested, liminal spaces. It takes the form of the hyphen
between art and sociedcience research. It creatagplace where epistemological
standpoints of artists and social science workers collide, coalesce, and restructure to

originate something new and unique among research practices (Finley, 2008: 72).

By arguing for the coalescence of art and sestancepractice, Finley providesaapt
description of Roetry and the Archivewhere methodological innovation and inventive
poetic strategies are the conceptual instruments formulated with as much care as any
model of sociological analysis.

It should ke noted here that the examination of reference betwegemetry and science is
a tradition that began in the Early Modern period. Philip\&i C Defence of Poesy
(published 1595) strives to define how subjects such as history and philosaphy
alongside #, claimto be makers of knowledge. s work, &8ney points out thathese
sciences, with their witiocusonSZ Z % E]v % 0 } facts.[Qhed@dld apgue that,
like the poet, the social scientist is also not in the business of facts. Quwalitata relies
upon perspective. However, as a useful distinction between the aims of the scientific mode

of enquiryover the aims of a creativenquiryU SZ ] (@ Z( S[ ~& SZ B SZ v ZS
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provides a useful point of referencAs Spiller (2004)utlines, poetrycontrasts with

science, for it:

is for Silney an art that does not attempt simply to reflect nature. By creating
Z'}o v t}Eo [ Az] z E VI3UE U %} SEC % E} p + A]ES
readers precisely because of its artdidy [and]these produce knowledge through

ZAZ 5 u C v AZ 3[(@nQ4 as)

This supports the ideas behind mpgetics of narrative resonanceg Composition strategy

outlined fully in the section on practicep Z & VA ZESEUSZ[Ue%FA[(}EU }( §Z
story, could be « E] e Z £ JvP SZ v SUE o Jv |]S* SS U%S S} %ol
response tdandscape]v ]S« &E E X Z %o ] ]l ZAZ $ucC [ v §Z Z
]J* 0o (S upS o U % v JVP n%}lv sz & eiSnallahd pligal]S]1}v }v §Z
subjects of the work. Nevertheless, there is a recent turn in the social sciences towards

%} SEC + A C 3§} zi@ms%fyeEeafch vhidhwill examine now.

The Use of Poetry in Fields other than Arts Practice

Researchrs from such disciplines as social science and cultural geography are exploring
poetry as a means to present their findings in ways that allow for more associative and
crosscultural readings. Asacked in the work of Lorri Nisen Glen (2004; 2008; 20)1.3
poetry is being increasingly employed as both a methoeingfuiryand as a way of
representing data collected by qualitative interviews (Eshun and M&{je?;Lahman et al,

2010). These researchers endorse poetry for its ability to represent multjdes
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(Mackenzie2008) and its flexibility in representing an enomal position (Weibe, 20087

%} S ul]PzZs v}§ U %} SEC[s % ]SC 8§} E }v(]JPUE u vVv]vP }CE
understandingas somethingZ E ] o[ ~ «Zuv v D P U hitheWoritditiefU ps |
social science this is invigorating, particularly for researchers striking out for new methods

of representation after the cultural and affective turn in the humanitieBoetry, therefore,

Ju s u 8Z} suPP 3 3§} ( |GAS-GYSZ [ E <u]E 3} E]vP
more evocative aspects of qualitative enquiry @®at 2002: 548). Similarly, in their work on
constructing geographical knowledge, Maelt and Berg cite poetry as one of many forms
of geographic representatiorthat should be encouraged in their disciplinehafman
geography 2010: 345)Poetry, it would seem, is breaking free from the schools of English
and at to spread throughout the academy.

An example of this experimentation is found in the 2010 paperént Klaynard and
Melisa Cahnmanitaylor, both of whom are ethnographers and practising poets. They
argue that poetry provides a solution to the primary problem of ethnographical research,
where sceptics are uneasy about the truthfulness of the reportsveauy about literary
techniques facilitating subtle manipulations (2010: 3). Their work draws attention to the
Z HoSUE o }E Eo Vv e S3A V %})SEC v € E]S5] oU AE% E]Ju \
e Z}0o E*Z]% v ES[ ~Tii1W 0+ XeflandsEttep @Gupuirat inBtability}dE

meaning possible in poetic representation does not undermine their ethnographic training,

18 Although a counterargument, that the affective turn limits the use of poetic representation, is also
possible. Due to affect often being collected or described in metaphor, this would ask for poetry that
was ultimdely representing a representation, and thus further diluted in any claim, however
hesitantly, towards a recognisable truth. This systematic layering of metaphor and poetic construct is
the reason | chose not to overtly employ any-representational thep (NRT) in my enquiry,

despite its increasing popularity in current cultdrased arts research.
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gualification and validity; indeed, they champion its allusiveness, indirection and ability to
resonate with emotional expeznce (2010: 6). In an effort to spread the adoption of poetry
as a tool for anthropologists, they include a list of further reading: not only poetry titles for
§Z & & S} UC PSS o0} o }v %% VvV |]E }( Zd Vv 'E S W} SEC(
AnthropologisSs }pusS W} S]201E 19F [These hoete guides and introductions are
offered as a bridge between two separate ways of making kedge which, as has been
previously noted in the discussion on Sidney, were once consideredrtauble closer. This
bridge, once (re)discovered, can serve as a route to innovative methodologies, and, as such,
parallels my own reading on qualitative enquiry, ethnography, and the methodologies of
cultural and human geography, which informed much of the theoretical basthifor
project.

Poetry is thus tentatively proposed and critically examined as a means of representing
and interpreting interview data by Eshun and Madge (2012). In their work in Ghana, they
Avs 38} E%0}E AZ 3Z & %} $EC uipP[gedgraphy] nesedneio %o }+3 }o}v
uSZ} [ ~T1iITW  «SE S+ % Eextialaultdes ROLRME422)V To this end, they
]Jv]d] ooC }v ve SZ ]E SE ve E] Jvd EA] Ae Jv8} ZE « E Z ¢
AE]E8 v « Z]vs E % E 3] Aer ferarh, the Mérbating &prcise Svas expanded to
Jvopu JuP EC v Al E poSUuE o E (E vV + ~+« A oo 3872 ZA
themselves), all of which sought to invite further interpretation and analysis (2012: 1402).
They proposed thatthe res6E Z %0} u ZZ « $Z %}3 v3] o 8} }VA C 8Z ]Jv A
contestations (and agreements) between different social actors about a specific ecotourism
Jeeu [ ~]v 8Z]¢ <+ U 8Z 1]Joo]vP }( o} o u}vl Qedterp@&ivea 35Z A]
poem broughtin the voices and viewpoints from the whole community (including

institutions) (2012: 1408). These poems were then performed to the group®tiginated
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them, who were further encouraged to make their ownterpretive additions (2012: 1409),

thus stimulatinP § XEA E5Zo0+°USZ E+ EZ E Eulv ulAo
He Jv 8Z]s (] 0 ~1iiTW +8E 38+U AE]S]vP 8Z § 8Z |E Z}E]P]v o
speak with a community has become increasingly muddied, troubled and contested [which

leads 8} v puv ES3 JvU Apov E o v 3 Jo]I]JVP %}]8]1}v (}E 3§
~71{TW id7ieX dZ]s u]JAov 1]« E JV(}E ]Jv 2 }v op JvP E u

paper is less about poetry per se, but rather, it is an insistent call foe @m@ativity as a key

dimension to postcolonializing contemporary geofe Z] o € ¢« € Z[ HTiiTW (377X

Problems withthis = u} o (}@& ZW} SEC v 3Z E Z]A |

*% ]S SZ <]Julo E]S] ¢ (}uv ]Jv 8Z }JA o }Eeddliygd %} SEC[-
data representation, it must be rgirated thatmy work constitutes a separate practice,
which is artistically, rather than exaiatorilyor didactically, motivated. This is evinced in my
selfidentification as a poet, ankdy naming mywork asprimarily poetry. My process,
therefore, necessarily developed beyond theairtangement of source material, where line
breaks and paratactic/hypotactic syntax have been employed to offer an unproblematic, if
non-standard, textual repremntation of unaltered mate&il.® The impulse behith

transcription poetryis sound, for

7dZ & ]+ v} Allue 8Z] o }Jv EVZ EUAZ E t+8 EV E+ E Z E+* Z%} §]
Although not working in postcolonial framework, | &E ¢+ $Z % }0]3] * }( ZA}] JwBdnom}s3Zz & v §Z
lyric position page93).

¥ This argument is more fully realised in the section on the poetics of narrative resormayel61), where |

discuss the fact that my process resulted in poetry in tiie sources were altered, sometimes beyond

immediate recognition.
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EAE]S]VP pn% Jvsd EA] Ae « %} ue ZIV}E* §Z *% | E[ % M
alliterations, narrative strategies, rhythms and so on. Poetry may actually better
represent the speaker than the pracé of quoting snippets in prosahman and

Richard, 2014: 344)

However, this oficited concern to (re)present individual experience through verbatim
He P eU A]8Z ]88 <p v8](] o Z( ]8Z(HoV s¢[ 8} s}JuE U o EoC ]
of representation from those of the social scientist, most plainly in the development of
poetics which blended, involved and otherwise altered narratives from archive and
interview into a new set of stories, acts or speeches.
It is important that Idescrile my work aprimarily poetry and myself as a poet, naming
thesewithout the need for secondary tags that, in their use by ethnographers and others,
makes plain the constraints of their dominant modesofjuiry. For example, although
sociologist Margaret i¢kers suggests that the compressed form helps distil the truth of her
0] V3e[ %0 Ee% 3S]A ~11iIW AfideU «Z Je ZZ (o SHP EZL}E %o}
(] S1}v[XeB/[]* }]IVIVP }( Z™ Z}o ES]*Se[ ~T11iW TiTe forh&r,oo]vP ]v 18§
the scholarliness takes precedence over the art. Although scholartistry is described in
positive terms, this does indicate that the author believes art cannot be an academic pursuit
Jv 18+ }Av E]PZ3U (}E - ZthioGedphersVwe lGze-an gppokunity to blur
boundaries between the academic world and the literary world and to informrend
v EP]l }8Z[ ~1118W vX% XX
Maynard and Cahnmanhaylor identify ethnographic poetry as a genre (2010: 13) and
themselves as ethnographic p@et2010: n.3). This particular use for poetry is further
JWeS@E] § AZ v 8Z C A %0 |V 3EZ §3Z %} 8 SZVIPE %Z E Z -
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writing wellcrafted verse that must simultaneously maintain validity as a research result
(2010: 12)*° The fir$ point hasbeen undermined by Lahman ard] Z & [« Tii6 &S] o }v
the researchpoem® dZ]s @EPp » §Z § Jv]S] ooC Z]Jv( €]} E[ %} SEC ]-
Z% E Pu S] U % (EZ % V}S E&S]*S] [ -&definittoAn€ressatywin ~TiioW 10
order to fufil the second requirement. The uncertainties around the place of literary
practices in the sciences are still pertinelfar example, soclogist Laurel Richardsamas
so closely questioned about theccuracy, validity and reliability of her poetic repeatation
that she wrotean article about the experieng®ichardson, 1993) in which she includes a
dramatised representation of the questieand-answer session. The reported refrain of
Z w}s % S C}uEL993:699)Mdicates how the structuref scientificenquiry
could not allow her to present this work unchalleng&tiis further helps delineate the
difference between this wrk of artistic development andnquiryand those projects
detailed above!
Finally, of course, the major differembetween thee poetic researches and this thesis is
the inclusion of the Boulton and Watt archive, which provides a historical source of
knowledge, as well as a further set of voices, to negotiate in terms of content, form and the
politics of representation. This locates my wodmongst the other poets responding to
archives dediled in the contextual review, as well as allowing it to inhabit a simultaneous

position as academic research, a position that demands the rigorous examination of the

19 08Z}UPZ 8Z C E +]*3 0]*3]vP AZ S ul « ZP}} [ A E- U S8Z C } EPu (JE 32
VS U%}E EC %} S Jv JE €& S} % E}ulsS-uZiyvEL4E) Jv oCE] o le1}v

2O)tis noteworthy that> Zu v v Z] 2 @ +*$Z |E €& 3]A A}EI Z & Z]A o[ %} SECU
(JUV %} SECes (E}u 8Z Z & Z]JA[}( 8Z SE ve E]%Ss v » }v EC E ]vPX
2There is, however, auto/ethnographic poetry where the resear@he[ }Av o] A E% E] V ] ue o o]
see Miles Richardson (1998) for a good examigtavever, this kind of work is rarely offered without

conventional academic exegesis.
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E  EsWicE Because of thiswill now move on to discuss lyric poetry ahd

position ofmyself as speaker.

On Lyric

Lyric poetry takes its name from the public Ancient Greek songs accompanied by a lyre. It is
one of the three categories atérature deined in the early Bmantic period (the other two
being epic and drama (Jackson and Prins, 2014: 11)) and, since then, literary critics have
developed many overlapping ideas of what constitutestppwritten in the lyric modé?
One significant strand of thdebate concerns the idea, primarily from the nineteenth

VEUECU }( v Zu3s E v }A EZ E {LUEAPSTIVY }( ZSWEv]oP A
from the listener (Jekson and Prins, 2014: 4). Tempoea well as spatial, considerations
comeintoplayJ (}E ~Z E}v u E}v *§ 8« 0CE] ]+ o}v A}] U Z*%
ulu v3 Jv §Ju [ ~TieX dZ & JA A] AU 8Z & (JE U J* }( %} SE
JVEE}e% S]A U J( *Ju AZ § o v C 8z ]o]13C }( Z/[ 8} Juu
201). For the purposes of this discussion, | am locating lyric as poetry written between Susan

g A ES[e (]v]8]}v }( OCE] =+ Z3Z A% E ++]}v-persoE }E }( §Z

*% | E[ ~111TW disU v E ECe t]Joo] us[e WEZ32 Y v 3ZZ 0% E]
JEP v]e]VvP % E]v %0 }( 3Z A}EI[ ~11iiW 16X &}o0}A]vP §Z]+U
ZI[ ]* }(8 v GE e JvP 8Z %} $3]v *Ju A C ~%o,|@i8howo E0C ]V ¢

examine the problems | encountered Wilyric,first with myself as speaker/singesecond

with lyric in general, and finally in terms gb@aropriation.

22 For afull account @ lyric theory see Jackson and Prige14).
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Myself as speaker

This is a question of appropriateness of content. One of the strengths of poetry is its
capacity for inclusion, to ierweave individuality with communality (Eshun and Madge,
2012: 1412), and yet | was constantly aware of my presence in this creative process, and its
%}5 v8]l o (( SX / A« E EU o]*3 v EU AE]S E v ]IS}EX d
matter how manyimported words or gestures coalesced in each poem. Alongside the
<p 0]3 8]JA E + € Z E+ }( VSZE}%}0}PCU / A vs &} A}l E]§
absorption, exaggeration, exhibitionism and saliulgence onthe%e €S }( $Z & « & Z &
(SikieMicanovic, 2010: 3), tempered by ideas of art asegffression, most seriously
veuE « Z - -ofigntBdJand orfedimensional model [whes] value and meaning

E pv E-+S}} < & (0 S]vP §Z pv]<p v ee E SZ E SZ v §Z }uu}

A% E] v [ ~D '}v Po2Thiswas\a édnipliated negotiation. | experieshce

JEVA oo[¢ }vE U%}E EC v EE 3]JA+«+ A EC CU =« }3Z 0o} o \
a location between the poles of celebrating myself as speakeri(skifgent) and the
attempt to eradicate myself from the work (impsible and therefore disingenuop’$

Often, the strengthofarts « @& « & Z u $Z} }o}P] « ]* Z}A 8Z C A}EI Z]v

BAlessceQVRULRXYV YLHZ RI WKLV LV IRXQG LQ WKH p$SUWLVWYV LQ W
IUDPLQJ QRWHV IRU FROODERUDWLRQV EHWZHHQ DUFKLYLVWYV D
expressions of themselves or a facet of their creative identityinfdggity of the work is as important

DV WKH DXWKHQWLFLW\ RI WKH DUFKLYDO PDWHULDOV XVHGYT 7!
WKDW VHFWLRQ WKUHH RI WKHLU WRRONLW up7RZDUGY D &ROOD
ProgbHVVY ZULWWHQ DFURVV LW VXJIJHVWLYH RI DQ RSHQ L
241n this extract from her process journal as she writes poetry from transcribed interviews, Laurel

Richardson seems to share my impulse and consequeoesgf UH p, FRXOG ZULWH P\ RZQ
DORQJVLGH KHUV >EXW@ WKHQ WKH IRFXV ZRXOG EH RQ PH LQ C
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SA v 8Z %p o] VvV %E]A S A}Eo [ 1edvisngrdaliiiow 67+U v (
mechanism to understand where one world ends and the other begins, particularly in
creative writing.
Yet if we return to the initial, historical definition of lyric poetry being simply that which is
written to be sung, botlEffects ofEnginesand Stamps and Storiesre arguably lyric
collections, despite the presence of individual narrative poérhss fluidity of genre is
supported by Ron Padgett who argues for a definition based on inspiration rather than form

and reassures thus:

Yau will also come across critics who have formulated theories for the Iyaictit
to confine it to what ithas been in the past. However, the things that poets feel
strongly enough to sing about will change from poet to poet, from generation to

generatia, from town to town. (Padgett, 2000: 106)

With this, Padgett is not making any claims about what is being sung, or even what position
the singer is taking. The emphasis here is on the engagement with the contemporary and
the local, which fits the modelf my work.
Iv Z«]JvP]vP[ 8Z A}EIU / o<} & A }v S&hokan pjdsénfapoam <]vP

Jv 8 Gue }( Z }oo S3]A A}] [)*Zhiugingdis, Hsi Susari Stewart notes,

2 The idea, if not the form itself. Early in this research | reviewed the writing of ballads as a form

which engaged with a stgtelling tradition. However, | rejected it for two reasons. First, as an

$QJOR 6FRWV WUDGLWLRQ WKH IRUPTV KLVWRU\ MDUUHG ZLWK
for the Cornish landscape. Matthew Boulton and James Watt were Anglo/Seatiredp, and yet

WKH UHSUHVHQWDWLRQ RI WKHLU FXOWXUH DV RSSRVHG WR WK
UHTXLUHPHQWY 6HFRQG WKH EDOODGYV VLPSOH IRUP H[DFHUEI
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Zu}esS E ] o00C Z pvs C } S ZesEntSlthe}dEstures} (e sytnptdeE; of a
E vP }( ¢} ] o §}@5Qf eouiiskiitiie dakadl and the lyric are related, for as
Steve Newman points out, ballads are, in themselves, a form of lesser lyric, and as such

u}l ¢ SZ Z }u o v e[ }(whefe abjending of communal and individual
language (2007: 3) can be found.

W E(}JEUV %} S, Vvv Z "]oA % E}%}e » ups] 0]8C =« }v }( &§Z
delivery.dZ }8Z & 8A} €& 8Z u Vv]vP }( 8Z A}E « vy.AZL % E(}E
three layes are perceived simultaneously (20163), and, aware of this, | prepared live
performances thatvould form a collection of stories with a musicality that eased both
reading (mouth) and reception (eafo this end| chose poems thatfelt offered the
greatest amount of melodic, accessible imagery, to enable the most immediate recognition
or empathy. This excluded pieces that depended on visual or-paged effects for
meaning, which would have placed an unwanted barrier between theaod the

audience.

simplicity of my creative work, for | wrotpoetry in this form when | was a child. It seemed

reasonable to seek more complicated structures which would develop my writing and provide my
contribution to knowledge.

26 This lyric position, bestowed by performance, became problematic when the respanyselfas

SRHW ZDV SHUFHLYHG WR PRGLI\ WKH ZRUNYV UHFHSWLRQ 7KLV

dissemination in print, as outlined in the section on publication.
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Lyric in general

This wider lyric uncertainty comes from two directions, as it is present in both of the areas

of enquirythat | have engaged with in this projetitte composition and critism of poetry,

and the positiorof the self as researcher in qualitative research. The dingietyis

prompted by contemporary suspicion of lyric as a form , exemplified by the critic Marjorie

W E&o}(([=] vSsI(] S]}vU v ep e <pvsS }v wuv S]}vU }( Z(}Eupo

poetry, which is

the expression of a profound thought or small epiphany, usually based on a
particular memory, designating the lyric speaker as a particularly sensitive person

who reallyfeelsthe pain (2012: np.)

Perloff may have a specific target heirethe work of Helen Vendlewho is a contemporary

champion of lyric. Neverthelesss dMark Jeffreys points out, much of the late twentieth

century criticism that attacked the lyric did so by identifying it as a repressive genre that

excludes othernesand history, both staples of poststructuralist literamgticism (Jeffreys,

1996: 198)In recognising that the lyrigas the facility taemovetheZ}8zZ E[ v ZZ]*S}EC]

from %} SEC[*s u v]JvPU / v o} § }v <}uE }( S$Z aslihthy o SZ § |
E EJAJvP (}JE =« }( 8Z2]- A}EIX ,JAA EU : ((E C+ Z 00 VP « §

capabilities, arguing that the boundaries of the genre #®o unstable to be described with

these absolute$1996: 198). This saving instability etally became apparent in my own

AYEIU AZ v %} SEC (E}u *}JpE =« }(8 v AYEI Al8z v zZI/[ 8Z § A
Ju%}e]S W SZ Z}S Fsfedking together through layers of past and present.
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The second source of lyric anxiety canmirthe other direction, where terms st as
Z( ]SZ(pov ¢ S2%pusE (@ % & + vS S]}v[U Z ES]*S] o] v [ v Z |
all describe the same proposition: to write of moments, experience and opinions that are
not mine. This concersirehearsed bgll writers of qualitative researck. Social scientist
> HWE o0 Z] Z € *}v[e SS U%S S} E u Jv ( ]SZ(po S} Z CE }pE &
(E}u §Z SE& ve E] § % * }(Z €& Jvs EA] AeU 8} % E » v3 Z SC
poem| %} u u e<p E JvP ¢ SE ve E]%S[ ~i00TW 10X 05Z}uPz
%} SEC Vv *} ]}0}PC }u% oo0]vP «Z <}}v Z]§8 §Z (ulo] E Z€ <}p
NKEZ E_ s i 8 %}*]8]}veM[ ]Jo uu «Z Z SE] (38992]E pUuA vE
iToeX eZpv v D P 1pd4yWorkWith poetry and community resulted in the

ulee]}v §Z 8§ §Z ] Z}E]P]V 0 *U% %o}*]S]}VvU §Z § %} SEC Vv *%

}u Jv & <]JvPoC up ] U SE}M O Vv }vS 3 [readarisW idlieX K
for thisis describeda§Z Z3Z}EVC Jeep }(28123141%) wheid fhey identify

the possibility of violation at the moment the words of the community are used to make

poetry:

[A]ny claim that poetry can uncomplicatedly incorporatéeatient perceptions of

JUupVv]EC u u Ee* ]* €Y }JA E*Ju%o](] W %} SEC ]* v}§ v

27 But not all poets. For example, Alice Oswald uses the words of others as afvesyHer writing. In an

interview abouDart VKH VWDWHV p, WV PDGH RI VFUDSVY RI WDON IURP SHRSO
entirely by me at all. | wanted to give the poetical voice the slip, to get through to technical, unwritten accounts

of ZDWHUY %URZQ DQG 3DWHUVRQ 21 FRXUVH 2VZDOGYV USRHW
poet outside of the academy she is not concerned with theories which, as Peter Middleton points out, function as

D USRZHUIXO VLJQgRdlewfkhd aCadehty\\ahl® hovdnly to explain what poets are doing, but to

XVXUS WKHLU YHU\ FUHDWLYH VXEMHFWLYLW\Y 7KLV LGHD LV |
my poetry, where | argue for the deliberate resistanceedathels of academic literary theory, particularly

during composition, in order for the work to follow its creative direction.
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or participatory than conventional methods of social science knowledge generation.
It is potentially just as susceptible to asymmetric power relajatominant voices

and exclusions as any other mode of knowledge crea(ip@12: 1416)

Ultimately,they conclude that poetry doeasot offer an unproblematic mukvocality
through decentringlie role of the researcher. Thus thégd themselves in accondith
literary- E]138] Jeus }( 8Z OoCE] u} UAZ E VvC E %E + v3 3]}
}18Z E[+ Z]+5} Elgalenped® <10 C

Even a methodology built around writing in the lyric mode cannot avoid these concerns.
In her chapter onEyiic Inquiry[(2008),ethnographer and poet Lorri Neen describethe
use oflyric forms to captureand $are knowledge. She argues fdrS E ve% }ES|]VvP & &
Jvi} A}Eo U wu]l]vU A}] ~Z & }AvU }E }8Z E+[* ]Jv 8Z + u A
s}vPAE]$ EU }E 96%Desdite-theidisfihction being drawn (once again) between
a poet and a reseaher using poetic strategies, Neen honeser argument tothe point

where my own anxieti® about appropriated voices lie

In a climate whereancern for the protection of individual rights and privacy is at an
all-time high, lyric inquiry provides new possibilities: poetry related to place, for
example [can allow the researcher] to enter into an experience in the only way any
E  &E Z Eas herself,«observing and recordirf@he does not presume to

speak for anothefemphasis mine](2008:97)

8 o+« v ESE 0C E 1} ZoovVvP U188 ] A}JESZ v}S§]JvP Z E 8Z § ]85 ]* v}8 8Z Z
has demandedthS §Z ¢ %0} §] *SEWU SUE - A ulv ]Jv $Z]* A CU us 3z ul] <[
% |]vP A]l8Z v}8Z E[+ A}E + Aloo E A X /v-efgrpsentatipn,db&]Iv }( % E ]A
}18Z E[e A}] Z < }v P lv v § | v }Ahadpscapletellimagjnary) edtapldnt.
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As outlined above, | am not workimgtirelyin the same academic framework as the social
science and ethnographic researchers. As a poet, | emddhe view oPeter Riley as the

foundation for my interrogation of théric mode. He writes:

Lyric is one of the things people do to make life bearable. It is not a problem. It is not
something to wory about as if something is beisgplen from humarcommonality
Jvs} <}o ¢ o(X H¥rsod i méidly tite sign, of authenticity, of presence,

of initiality. (2002: 66)

Alongwith literary critics such as Peter Middletboouldfurther A} § 3Z %} §[+ E]PZS
8§} *% | Z(}E v $éseswhich &pAdEwholly reducible to either emotions,

O VPU P }JE 3Su 0 % Ee}ve[ ~iddTW iiTeX ,JA A U §Z]e J* vV
Allen points out, theory in an academic context will always introduce questions of power

(Lopez and Allen, 2006682). Therefore these concerns and categorisations brush against

my own concerns about lyric and the politics ind¥et in my writing research. Nsen might

conclude that lyric writing as research encourages agency for both researcher and

participants, butshe also advocates conceptual processes that focus on metaphor and

E *}vv UAZ] ZU «Z EPu *U Z + +SE}VP ZZ p@EJWSThis (( S[ (}¢

signals towards my own work with process and resonance.
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Conclusion

AsGayatri Spivagoints out, there are two forms of representation: speaking for (as in
%}0]8] ee-%EZEVS S]}v[ * ]Jv ES ~id060W danflatigtte twqi® P ¢S SZ
dangerous]v % }0]S] 0 S BueU <]v ZSZ (1888:Z/6)\areddth ag %o Z ]S [
hamful as each other, where their representations move between tropology (the figurative
use of language) and persuasion (1988: 276). She finds some resolve in Derridean
morphology where, by being aware of the easy dangers of approximation and assimilation,
A v (]v AClZEv E]vP o0]E]}us 83Z 8§ ]vs E]}E A}] 3Z ¢
He[ ~ EE] U idd6TU 18 v "% ]A IU i0060W thip8gROutithige Jo 3Z %o
work: to recognise myself and my influences in the poetry, to be awéthe mutability of
ZI[ ~v 8Z J((E v « SA v 3Z pe }( 8Z 8 %E}VvIpv Jv % E(}a
andto makea conscious effort to prevent my voice from dominating. | tried to keep my own
subjectivity in balance with the subjecitly of othe's, especially in poems that engaged with
anti-English sentiments. Furthermore, in making the processual poetics of narrative
E «}vv [/ v A}uE 3§} ee EE] [+ ZA}] }( 8Z }3Z E[X [/
about my concerns, to work through thein poetry, in the reading of academic sources
from social scientists who explore similar tensions in their research, and in convening a
conference which called for papers on the pleasures and tensions of working with

tuupv]s] U Jv v ((}@E@® atend td whaieper social and epistemological
% }A Ee+ ~]v 131}v 8} AZ § ]+ ]o]8] *+ u C 31A & C %} SE
eped Jv }uvs EZ P u}v] ] v8]8] *U IviAo P enand }Juu]Su vSe[ ~

Livingston, 2009: 3).
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| will clese this section with the thought that lyric anxietiglsouldbe present in all
knowledgecreationbased (re)presentations of thetker, for their presence encourages
awareness of, and critical reflection upon, the role of the sefmsgce selector and
speaker.The influence oy own sdf, formed of my personal history and experience, will

now be examined in terms of positionality.
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Positionality

In social science, itisalong %S % E]v %0 SZ S SZ & « @hér E[s [}PCE
standpoint in terms which are relational adgnamic (Bennett2002: 142). As my personal
Z]*S}EC vV IPE}uv Z V]u% & u% v $Z]e AYEI[« E 3]}v v
outcome, recognition of my positionality is a vital part of my methodolbggknowledge
that my class status, family history, educational background and representation of self as an
artist affected my interviews, particularly in the use of unstructured, conversational
guestioning where my backgrourid mechanical engineering, niy§Z E&J[s JESZ %00 v
my family in Roche were discussed, and then used as points of understanding from which to
proceed.As Rachel Saltmarsh shows in her honest account of her fieldwork, she uses her
own position and experiences to access her interviesv&Vhen explaining that she is a coal
ul]v E[s uPZ3 @nBFE vwZAZ « }u 3} ]Jvd EA] AU "isodtiludE «Z A E ]S
Z vP eU Z & o A& U 15[ }I He /[u E o00C }v } SZ ¢X /[u A}
(2001: 146). In her chapterhs wrestles with the split between workirgdass heritage and
H S ul] U AZ]1 Z «Z v u v EVZ(E%w] 13}u2001:v8]SC[ ~
i80eX"Z }v ou + 8Z 8§ Z3Z (uSuE }( u] AE]S]vP upes JvA}«
(2001: 148). This siaiting included myhysical self, from clothes to accemthichalso
factor in my positionality.
In considering how my physical body worked witlke tBodies ovethe Tamar, | must
turn to gender.l have heard surprise expressed more than once that a fepw@dé has a
background in mechanical engineering, with experience of heavy plant machinetiieand
vagaries of manual worknterest in this became a good way to introduce myself to

participants whose understanding of research using poetry was limitethdranore, my
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gender arguably provided me access to spheres of knowledge from which a male researcher
might have been excluded (although, of course, might have excluded me from others).

Dowing suggests:

Collecting and interpreting qualitative informat relies upon a dialogue between

you and your informants. In these dialogues, your personal characteristics and social
position t elements of your subjectivity cannot be fully controlled or changed,
because such dialogues do not occur in a social vaclihenway you are perceived

by your informants, the ways you perceive them, and the ways you interact are at

least partially deternmied by societal norm¢2010: 35)

| can identify moments when these societal norms influenced my data gathé&iang.
exampe, | attended a steam fawhere many different types agdngine were on display.
After a few brief words with anowner, and before identifying myself as a researchevab
invited up onto the footplate of his engine. Later the same day, in ireers withtwo male
enthusiastsit wasexplainedto methat this wasa rare privilege. They had, they sdigen
on speakngterms with that owner for years but, they suggested withy smiles, weretoo
(undesirably) maléo be invited to examine the engine atich(desirably close quarters.
| also acknowledge that gender influenced my reading of the Boulton and Watt archive,

v 8Z <0 3]}v}I(usd E]oAl3Z AZ] Z 8} AE]S X » "pus v ,}A %o
woman archives hold perpetual ironies. Besauhe gaps and the silences are whgoel
(lv C}pu@ueoted(ih Foster, 1990: 167). | searched the letters for mentions of women,
}J(u EE] P e v ule EE]P U v EvVv A}EI*Z}% AlS3Z §Z t}u \
these momentsvere discussed andsed as source for creative work. Furthermore, | also
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realise that when | approached strangers to ask for interviews at tourist and heritage sites, |
would gravitate towards women. As most of the engineettraged interviews | had
collected were with men, dationalised this agot onlyredressing an imbalanceut an
active search for different landscape interpretations. In this, | belidweas working with
Masse)f ecritique of tZ v}S]}v SZ S vGC o} S]J}v Z « Ze]lvBuggestse }( %0
Z YW v[e e ve }( %O v ut}hg sgacds]thaugh which she normally
moves, the meeting places, the coratien outsidetare differentfrou  u v[eX dZ | &E
Ze ve }( %0 [JAQaB v3[ ~i)ordd Wt Lpdnreflection, these intervier
choices werdargelyinfluenced by destation to approach unfamiliar mewhen working
alone, sometimes in remote rural areas.

Although | felt that these female contemporary narratives brought a necessary balance to
§Z @€ Z]A [+ }u]v aeS, itwas ohly]by reflecting upon my own bodily presence
that | could understand how my gender wiaflecting thecreative output. This was made
obvious to me when, after giving a reading at a research seminar, | was questioned on the
presence of the domestic in the poems. | explained that the contemporary sources were all
female interviewees. My questioner, an experienced researcher, then told me not to
HV Eu]v uC }AvVv % E v ]Jv uC A}EIX ,}JA A EU =+ "pe v ,}JA 3
past possessionfelf to transfiguratio beyond gendef(1985: 138). A1 moved into my
poetics of narrative resonance, the gender of the speaker became either mutable or a self
revealing part of the composition process.

Part of being critically reflexive in reseéris to ask yoursklafter the data collection,
Z ®iywvas | perceived by migformants?[ ~ }JAo]vPU 1iiiW 76Xl 8800} AJvP §Z]U
surprisal in follow up interviewgo be toldl had seemed like different personjwhen |

gave the readings.dameto realise through refection uponmy practice, that | did indeed
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createpersona for the interviews and for the readings, and that even in the writiig
poetry there was an attitude not prgent in any creative work | had completkedfore this
project | hae namal these attitudes ListenePoetand SpeakePoet.?®

Because achpersonaforegroundedseparateaspects of my charactgt wasdifficult to
movesmoothly from one to the otherLaey (2010) provides an excellent model in her
attempt to outlinetZ  }v3]vppu }( 8Z @ES]eS[* %}]8]}vU ulA]lvP (E}u %
where we move from artist as experiencer, to artist as reporter, to artistrasyst, to artist
as activis{2010: 175). The first stage, artist as experiencer, is describedras dei
Zep i 3]A Vv3Z}o}P]eS[ AZ E 38Z (&S]S }u e Z }v pls (}E -

v 3Z A}EIl u § %Z}E (}E E 9. B(YvEZ%Z] ETBAWEK0Z E 3} u

gathering of material, rather than the composition, this conduisdgbesthe initial persona

of Listener Poet.

291 have resisted bringing in the stages of reading and writing. Reading the whole of the Boulton and Watt

archive did not feel like a poetic process. Writer Poet is tautological, and also feels like the defauit thagit

ZDV EHLQJ PRGLILHG IRU WKH S XU S-Raird WoR.| Ligtdaer\an® Speaad &rgtlfev FRPP X QL
alternating aspects of the body in the act of introduction, conversation and argument. These exchanges (between
actors) need the individuakehanges (between listening and speaking) and it is this movement from one to the

other that | wanted to capture.
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Listener Poet

Poems are written in the sound house of a whole body, not just with the hands. So
(JE AE]8]vPU / 0A Ce % Vv ES Jv ulpvs }( 3Ju % E ¢
Then, before puttingeo v.S} % % EU / <l uCe o(U Z u / o]*S v]vPM
A18Z +}(3U *0}A 0]*8 v]vP 8Z & AJoo v}S } 0]8 B & 3Z <%
Alice Oswald, cited in Redenes 2005: 236

Anyone without hearing difficulties might believe that listening cormasy, but listening
needs cultivation and care. The ability to actually listen to what | was being told in the
interviews developed over the first year of my research. Early on, when | transcribed my
interviews, | notechow the most illuminating and poetdly stimulating comments would
often appear once the subjects had exhausted their own expectations of what the interview
was going to be about. Each conversation opened with a discussion of local mining heritage,
with a wealth of information aboutthe pra8] ¢« v §Z o} S§]}veU & 8 oo]VvP }( §z
content, before the moving to the contemporaryprivately termed this shiftZz § E I[U
named for a reward once the hard work had been accomplisheghlised that this
positioning of personal matai at the end of the interviews renacted the Boulton and
Watt letters themselves, for it was often at the end of the letter, after business had be
detailed and the momenihad come to sign off, thagtories ofnon-businesdife were
included.

Becaise most of my firstier interviews were with participants accessed through the King
Edward Mine networks, they had much in the way of special knowledge and enthusiasm.

Initially, | had wondered if this need to frofdad ou discussion with dataas becase the
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subjects felt that they had to somehow justify their inclusion in the research byimpydheir
specialist knowledge $Z & / A « «}u Z}A Z§ «8]vP[ $Z uX ,}JA A EU ]Jv &
transcripts and notes that | took, | noticed that this was ndépfthe casein fact, it seemed
as thoughthey were testing meln later interviews, with a more diverse community of
participants, | learnt that by listening carefully to queries about my status as-&batish
woman, or my attachment to the universjtycould give timelyeassurances that this was
an opportunity to speak, confidentially, about whatever they wanted, and traucially t
there were no right answersrhis listening often generated conversations that contained
the more fractious elemets of nationalism and dispute. Furthermore, in these talks, my
ability to listen was the best way | found to bring about a reconciliation between our
different Z¢ %o |]JVP %o}*e]3]}ve[ ~ }JAO]JVPU 1iiiW ifeX

Thus the ability to listen in the information theering stage of this project developed from
a stance of simply receiving information into a deliberately generated attitude of reception,
which, paradoxicafi, had much to do with speakingwith what | did, or did not, say.
Although many expressions ofynsubjectivity and positionality were beyond my control, the
mode of presence in the conversation was. In this fashion, | found my behaviour gradually
altering, much like that of anthropologist who, reflecting upon her research process with

women in a ruravillage in Croatia, writes:

| attempted to appear relaxed, pleasant and friendly while not appearing overly

Jveu]e]3]A U VvAE]}ue }E SZE 35 V]VP €Ye ]Jv v 35 u%s3 3} E
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differentials, |1 was prepared to invest my own personal identity inrlationship to

connect with research participants. (Sikiticanovic, 201050)°

Similarly, my listening became an act of the whole b&bcause of the unstructured

format of the interviews, | hoped that the Bodies over the Tamar would be able to &xpre

the emotional landscape through being in the physical, and would invite participants to walk
with me across the Cornish landscape, both urban and rirghese roaming interviews,

our bodies related to each other and to the landscape, with a viewagon the words of

David Michael Levin, widen sensuous intimacy and communion between ourselves and our

surrounds, for:

by cultivating that potential in our sensibility for a mode of perception that is
comparatively more global, more synaesthetic, moodistic and more deeply
rooted in bodily feeling, we can constitute an object which is more fully, more

comprehensibly siated in its relational field(1989: 83)

dz & (}E& >]*S v & W} § «Z}uo pv Ee<S}} v}sS }voC ,» %} §]
2012: 242), part of the compositional framework, but also nomenclature for a bodily

expression of artistic reception and sense impression that would not be rigorous enough for

a social science or geographical enquinyt is absolutely necessary for artistic one

working withcommunities. As Barnd¢ }S «U Z % 0]*S v]JvP[ ] v ¢ vS] 0o S}}o

30| find it interesting that during his fieldwork anthropologist Nigel Rapport found it easier to describe his work
DV WORFDO MRFLDO KLYMIRUVKRZVY KRZ WKH IOXLG WKH ERXQGDULHYV DU

gualitative research. The disciplines seem to come to the fore once the data gathered is used to make meaning.
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Juupv]SC @ESe % E S]S]}v EGU Jv }E E-expr&gBignoftenvy SZ 1]v  }(
associated with art to expressions that are collective and commun@] A 2008:360).

dZ]e % E 8] }( <u] 8]vP 83Z (ES3]*8[* % E+}v o EJA U «Z EP
collaborative arts process she researches, where the community are fwsmitisthe making
of the artistic outcome. Lorri Nlsen Glenn, grofessor of ethnography and a long standing
advocate for poetry adata (see Neilson Glenn, 2008)04) also identifies this need to

Zo]+*$ v % 0C[U /E%o0 JV]VP Z}A ZEE «» & Z E %o} Ses UPU*sS %o !
taste, hear what someone is € JvP €Ye A upe$ U% 3Z 3] U A E U v v}
JE Z «3C[ ~T1i0W v% X ,JA A EU E Jos}v Z » v} *%o Jlv Z & u}
Z vP C 8z § }( 0]*3 v]vPX dZ]* 0o | ] E - C &3]3 Mul
Z }vv S]A3Z §] +[U A}oA]JVvP (E}u /& u%o0 * }( }vS u}E EC E

v Jvop ¢ Z}8Z & A}] [ ~ XPX A] } v pn]}S % o ~iBOAW 06ieX

Empathic listening makes room for the Other and decentralises thesegn( X €Y+ ES
thatisroote ]Jv Zo]*8 v]vP[ « o(U 8Z § po3]JA § « 3Z ]Jvs ESA]v
suggests a flothrough experience which is not delimited to the self but extends

into the community through modes of reciprocal empathy. (1995: 82)

For Gablik, the connection & creates the work is brought about by a listening that
reassures and empowers, but also creates a mode of work in which the listener is also

Z vP C 8Z % @E} e+X , E u} 03Z E (}E v}3 }voC o}}le (JEA
persona, but chimes witmy poetics of reciprocal empathy between narrative of archive

and landscape.
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Speaker Poet

Speaker Poet is a twiold role. First, it is the name given to the confident mode of
composition that developed towards the end of the research phase. SpeakéhB@ can
be identified in terms of trust: not only an energising response to the trust given by the
archive and interview subjects, but a trust in myself that | had listened aredlhad
understood enough to make work that honoured them.

Upon rdlection, this seHtrust was only possible once all the major sources had been
assimilated into my own structure of knowing. At this point of the project, | had completed
the reading of the Wilson Papers and was working continuously with the lettergy asin
chosen set of speciithterest pieces in my workshopghe familiarity brought by these
repeated engagements, in terms of historical moments and the immediacy of issue from the
interviews, provided more immediate access during composition. Thereftireugh
verbatim, cutup and processual work continued, the Speaker Poet manifested in more
sophisticated work with the narratives, utilising more of the internal artistic process to write
poetry that was valid without declaring or highlighting source mialer

It should also be noted that, at this time, my own position as a Cornish redicel
solidified; | was a Body Over ti@mar, inhabiting the landscape and its narratives. This
familiarity influenced my work, because | could understand, and bietter trust, the
information | had receed with which to wite poetry. This also meant | felt more
comfortable usingny own experiacesand observationgs further sourcenaterial, for, as

Fishere$ § [t]lis Aot possible to not use your structuréour own memory bank, if you

o]l X z}u&E }Av v A o ( o]JvPU u}s]}v o }u%o AE[ ~TiiiW 88X
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Second, Speaker Poet is voice. The act of listening is based in receiving, but these poems
and stories were created in order to be given back to landscapak8p®oet rehearsed
this directional change. An example of this was found in the mode of field work, where |
stopped taking the words of the archive out onto the mineral tramways route, choosing
instead to take my poems and makn action of reading themaud.

Thus Speaker Poet describes the action of making work to send back into the landscape
that inspired it. This included the giving of readings and the haa#ing of poetry
chapbooks, which is outlined further in the Performance and Poetry Begs®ns of this
exegesis. This act of speaking also featured in my academic contributions. As Speaker Poet, |
closed my conference papers and academic research talks with poetry readings. This was
not only to disseminate the creative output as well as thiécal framework, but to realise a
model of this project as a whole: research, followed by poetry and the collection of

comments upon the work.
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ONCREATIVE PRACTICE

Having thus far offered the contextual and methodological framevadithis project, | now
turn to the creative practiceX / Aloo (]E+3 Jvd EE}P § §Z A}Ed[- }Av
and postcompostion), and then offer the series of events and decisions that informed my
poetics. This latter section should not be ressla complete record of the work undertaken,

pus & sZ E -+ v }uvs }( v ES]eS[e i}pEV CX dZ i}pEV C
p} SEC[+ o «sdahdculdijates in a new method of writing whichloo Zv EE 3§]A

& -}v van@Which operatedbetween the archive and the interviews.

Classification: Romantic, Epoetic, or other?

As mentioned at the end of the section on Speaker Poet, throughout my practice | was
pleased to have been accepted to speak at a number of conferences, with eagh pap
focusing on a different aspect of my woikAs Speaker Poet, | would close each paper with
examples from my poetry to show how the theoretical work developed the creative outputs
of the project. Often, the questions | received at the end of these pragiems would
inquire as to the classification of the poetry: questioners wondered aloud whether | was
consciously working in a Romantic or gumetic mode, and, if so, how that affected the
composition strategies and the content.

| concede that its possible to provide readings of my creative work inside these

frameworks, for any poet working with landscape must be open to a classical (Romantic) or

31 Please see Proje@utputs in the appendés page258) for a full list of papers and talks.
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contemporary (ececritical) reading. However, my answers at the time were always framed
in terms of resistance to these labels. This was for two reasons. First, | was writing poetry in
response to sources which were neither Romantic or consciously ecological. It was
important to me that the poetry was free to follow the syntheses to their conclusions
without the guidance of externally ascribed classification.
Second, | was aware that any admission in terms of classification immediately opens the
AYEI 8} 3Z 8 0 *¢](] 3]IV[® *% ](] 3Z }E] X dZ]s A « pv *]E
avoid overju@E V]VP SZ %} SEC[e (Hv S]}v ]Jv E o0 S]}v S} SZ % E}i
of literary criteria, objectives, conventions and aspirations would have imposed further
constraints on a project already working under many of the above. In this reflexade,r
find it necessary to now examine my practice briefly in terms of Romantic poetry, and more
fully as ecepoetry.
The Romantics looked to nature as a source, but that was not their whole ethos. As
Charles Taylor explains in his work on the evolubf modern identity, the Romantics
Z ((]JEu 38Z @&]PZ38+ }( 82 ]1v 1Al poU }(8Z Ju P]v 8]}vU v }(
an inner voice or impulse, the idea that we find the truth within us, and in particular in our
( o]JvPe[ ~i89).0M enwitonment as a source that gives access to individual human
( o]JvPe } e o« E] up Z }(uC E 3]A AYEIX ,JA A EU §Z Z-}
in any way divine: on the contrary, a pastlustrial landscape is defined by its past
practicality My poetry does not try to work towards man in harmony with his natural
surrounds: the very existence of the mined landscape precludes this reading.
As always, it is illuminating to find fellow poets working with the same question. Tim
Cresswell opgs SZ S }( Z]* %} SEC[* o0 *°](] S]}v C «<p EGCJVP Z
%} S Jvove % U « 0] E EC Z]*S}EC Vv %}0]S5] 0 % &E} o u
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%} uUU 8Z *% | E }u% E * §Z <0}A E}e]}v C 13EFAOIE A]S3Z §Z
buildingindustry machinery. Wary of the possible Romantic reading as the speaker walks
by ariver, the poetpre U%oSe sy Z & JvP Juu ] $§ oCW Z ]JVvP 0 ¢ t}E -
U}E (o v HEU ESZ 1 o A+ u +u oo ~Tilaingur,iCseéswell E ( E v JvF
deliberately draws the distinction between Romantic involvement in landscape and the
more urban spectator, one who moves througtetspace without losing his/her
individuality. Cresswell recognises the problehsuch an opposition, anterereveals the
anxiety attending twentfirst century sensibilities regarding the kind of tableau his poem
%] $¢X &UESZ Eu}E U Z JvP 0 s t}E *A}ESZ[ ] e+u ]Jv 3U /
the poet to deny overt Romantic readings by gestutimgards a recognised, fatxeful
Jv <p CXt @E 00 Zo [ t}E +A}ESZU |8 « ue 8} » CU e
understanding of earth (world) and earth (soil) can no longer elevate in ways beyond the
% ZCe*] 0X dZ C *]Ju%oC o Afdrite reld@iondhiffof peghunmn to earth
does not aggrandise the human by presenting his viewing (naming) of the earth, or showing
his understanding of and sympathy for the earth (evidenced in the poetry); instead, we are
given his smallness in relatiom the larger systems and times of the earth.
dZ (€& u]vP }( @& ++A oo[* E p33 o }( Z}u v8] J°u 8Zpues v EP]:
written to promote connection with the cultural, as well as the natural, environment of
Cornwall. It strives to affg its reader with an awareness of how the politics of human life
creates landscape, working between the history of the archive and the contemporary
Cornish experience. Although the latter is often mediated through what is perceived to be
the natural envionment, this is an environment that has been formed by the human
% E} e+ o }( u]vl]vPX ~Ju]j]o EoCU & <<A o00[* %} uU Z ESZA}EI

Zuu v 038 & 3]}vi(ove % UAZ E Zup ] ESZ83Eo% | C |
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E 35 ZWuS}%}PE % ZC[ ~T1iiiW iie us ]38 ]e v}8 8Z Zpu v Jvs EA
%} ul[e (} poV & 8Z E 15 ] 3Z *%o Al§z Azl zZ 82z« Z vP « E
o E EJ(A E %o §Z A}E Z3}%}PE %ZC[ Al3Z Zo v * % [.
chang ta landslide, for examplécan be unwelcome as a destabilisation of the familiar,
Av «18 v HOSUE 00C /& ]3]vPX o s ZU (E <*A 00[* %} u
clash between the natural and the cultural, but as | would further argueh seadings
which reach for nature/culture divide are a reflex response which overlook the complexity
of poetry that references both naturand culture. | will return to this debate in my

discussion of ecpoetry.

Ecopoetry

| now turn to the question§ AZ $Z & $Z & 3]A }pud%ps }( ZW} SEC v
be classified as egmoetry, and begin with considering my work in terms of contemporary
ecological thought. Much of my poetry works with themes and images that one would
recognise as ecolagal, such as wind farms, roads and building alteration, which became
included not simply because they are common landscape features but because they connect
to larger questions of power relationships. The decision to write about these subjects did

not arie out of any conscious ecological agenda, but rather as response to the donated
material and a reflection of the experiences | garnered while living in Cornwall. As the
methodology section of this thesgetails, | was concerned to explore the human

connedion, detailed in the quotidian, as the foreground for a working idea of landscape. In
this, | am in agreement with Timothy Morton, who§ke Ecological Thoug010)

proposes these connections as ecological, in the way that:
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[e]cology includes allthewCe A Ju P]Jv Z}A A o]A §}P 8Z E €Y. ,pu
need each other as much as they need an environment, Human baiegsch
}18Z E[+« VA]E}vu v8X dZ]vl]vP }o}P] 00C Jev—-5 ¢]Ju%o0C }

Ecology has to do with you and n{#orton, 2010:4)

Morton calls this interconnectednest Zu <Z[X ,]* pe }( §Rv]&]}VU AZ] Z ] Z
}v. 8 v S§]}v }( }veSE Jv]vP }@E & <SE&] S]JVvP (}E& [ ~Ti1i1W 16 &
systems and processes to produce material.

Importantlyfor this thesis, Morton also describes connections that find their home in the

poetry:

dz }o}P] o SZ}uPZS } ev[S ipesS } HE ~]v §Z u]v _X /8]
of becoming fully aware of how human beings are connected with other beings
animal,vegetable, or mineral. Ultimately, this includes thinking about democracy.

(Morton, 2010: 7)

My work did, indeed, become more aware of these connections as part of the practice, and
sought to inscribe them. In particular, Cornwall is made of minerssally and figuratively;
understanding the relationship between the organic and inorganic bodies over the Tamar
became more purposeful when it allowed me to write poetry without feeling the need to
foreground every piece of work with lines about the gfgles and cost of mining. In this

e ve U D}ES}V[e pue }( $Z A} E itZsuggpstbrof Qiytlvehiehyzcan

describe the aspiration of the poetry created as part of this thesis, where a balance is sought

117



SA v 38Z oV e % Vv 3§Zpeeewers, #ad[petween history and the stories
of those who have inherited the effects of that history.
For some readers,nderstanding the theoretical underpinning of my projest ecological
will Juu ] $ 0C Ju%o}e SZ- %0} SD 4 }@&EQ SPUE « }( u I]vPdd }E SZ § }
%} SEC[ }v uC E 3]A AN&kXhéless, thadefiniidns Xf eqmetry
provided by Jonathan Skinner (200dnd Jonathan Bat(2000), will now be examined in
consideration of how my work can be readlwese terms.
Ecopoetry is one name for contemporary poetry that is environmentally aware, and yet,
like most categories, its boundariesegrorous (Bryson, 2005: Jkinner describes a simple
need to seek subjects outside himself as a start ofrftesest in ecepoetry (20015), but
this soon leads him to argue that epoetry can find ways to rdescribe our altered natural
AlEo U AZ] Z ]» Z+3]oo *p(( E]JVvP 8Z <« HoEhi§ bspectofthat*SE] o |
category does describe myork on the Cornish poshdustrial landscape, but does not
account for the presence of the archive or the contemporary voices in the composition. It
also frames the mining industry as an affront to the Cornish landscape, leaving no room for
the identitiesof people and place that might (and do) celebrate Cornish mining heritage.
The absence of the human actor in this guuetry goes against poststructuralist
E *%o}ve ¢ S} §Z }Jo}P] o E]+<]*U Az E e 0(]* Z3}v %Suo00C
ecosyeS U ~< EE] P U 1iiiW ifideX *u Z v }A E+]PZS ]J* % E30C E

and depiction of connectivity:

The developing complexity of perception is technolagyuced, but it also arises
from our awareness of a web of nearly unquantifiainieerrelatedness that

increases, ironically, with human fragmentation of that web. (Skinner, 2001: 6)
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, & ]J]» D}ES}V[e u «Z }v P ]lvVv ups Jv M]vv B[ <« SZ E& - (
of treating the connectedness as an unalterable stakeni®r places the human in
opposition to a more desirable mesh, one that existed before human intervention and is
SZpue ul}E& Zv SUE o[X dZ & (}E& U -poetry to werkingwrhm]u]sSe }
received ideas of nature, any poem which mourns or (ppshaorse) ignores the presence
of working, sensing bodies in the landscape belongs in, and suits the exigencies of this
category.
Turning now to Jonathan Bate, | take up the suggestion that we first identify apasto

by their compositional strategs:

Reverie, solitude, walking: to turn these experiences into language is to be an
ecopoet. Ecopoetry is not a description of dwelling with the earth, nor a disengaged
SZ]vl]vP  }usS JSU pus v A% E] v JvP }(]5 €Y 1%} SEC ]

writing that is green. (Bate, 2000: 42)

dz AS ve]l}lv }( S [* %}]vS ] $Z Humans apagda @hioh mrefigures
D}ES}V[e Zu *Z[X dZ}uUPZ uC %} ue A E v} }@étR]v ooC AE]SS \
determination, and despite most of the wordséchmeanings of the poems coming from

human sources, | acknowledge that walking, solitude and even reverie have factored in my

own writing process. And yet, once again, the voices fromatichive and the Bodies over

the Tamar prevent any easy positioningmy work as ecgpoetry, because they, rather than

uC }Av Z E£% E] v JvVP[U JE 3§ 8Z %} SECX
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A more successful eetho} S] €& JvP ] v o C S e[ SHEV S} SCu}o
*3 3 oW Z }%} 8] ¢ cle]v AZ § E *% 3 9aKpaessd@the u IJvP ~'C
dwelling place [for]t the prefix ecotis derived fronoikosU §Z Z}u }E %o 0 }( A oo]
~ § U 1iiiWofieX 08Z}uPZ Z A oo]vP[ Z & e ]JvP pe ]Jv 3Z , ]

E Z]A [* % Eu]ee] 0 <+} ] 5]}v ihis canpidlegatiod of the GkgdekRoot,

through the words for houses, to bring us back to Derrida:

But even more, and even earlier, "archive" refers to the arkhe in the nomological
sense, to the arkhe of the commandment. As is the case for the Latin anclok
archium (a word that is used in the singular, as was the French "archive," formerly
employed as a masculine singular: "un archive"), the meaning of "archive," its only
meaning, comes to it from the Greek arkheion: initially a house, a domicile, an
address, the residence of the superior magistrates, the archons, those who

commanded. (1996:2)

As Derrida explains, the dwelling becomes the archive once the people who live there are
PIJAv &3 ]v uUSZ}E]SCX dZE}IUPZ uC % Eemptédto gi¥€Bhe SHE « }(
E Z]A ulu v8e v 8Z +3}E] e+ (E}u }EVA oo0[* }VS U%}E EC o
for they are each accorded authority in law. Resolving this, we see that thg Arche
structures are themselvesco-poetic, in that they are deeplyvolved in the making of
Z A o ofin ¢ concept of home. For example, the Cornwall Record Office, as the
JUVEC[* U U}EC «3}E U | %+ 8Z E }E » }( oo Az} Zz A v }C
Tamar. As | have spoken to people who count their Cornishmnebaving six generations

born over the Tamar, it is notable that such assertions of belonging are proved by the parish
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records housed at the CRO. Thus, by this etymological consideration, my bringing together
the archive and the environment does seem ®working in an ecpoetic mode.
Bate goes on to propose that poetry is the most obvious form for this conceptual-home

making to take:

It could be thatpoesis in the sense of versel |]JvPU ] o VPu P [* u}*S JE §
back to theoikos the pla@ of dwelling, because of meter itsetih quiet but

persistent music, a recurring cycle, a heartbeat. (2009: 76).

This returns the act of composition to the body, but also gestures towards my own use of
Cornwall's cycles of water and mineral processirggesys, using language and rhythm to
bring a sense of place.

Finally, my methodology of materighthering began in phenomenology, and the content
of the poetry is often political in its consideration of land use. It is therefore helpful to note
briefoC U S [+ uV % -pdetiPs nThe $ong of the Eartthere he describes his
e E Z (}&E Zu}® %Z v}iu v}o}P] o S$Z v %ckiadisSmh (2000:F)S E] usS]}\
and the need for ec@oetry to engage with the wider considerations of gendad power
(2000: 76). The theoretical framework and subsequent creative output of this project
necessarily negotiate ideas of power (of the archive and of the lyric position) and of gender
~ ¢ Jv(op v C UG %}]18]1}v 0]5Ce+X dDdfibodies avefypolicles (}E SZ p-
proposes a wider definition of eguoetry that does, indeed, describe aspects of this thesis

in design (methodology) and creative output.
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Despite the above moment of recognition, however, | maintain my resistance to any
categaisation of my work as eepoetry. Andrew Forster, whose collectiderritoryis

considered in my creative review, seems to share my hesitatidtially he writes that:

[n]otions ofeco-poetry were very much behind a lot @ferritory,and our
relationshp with the natural world, and ways that we can explore that through

poetry, corinue to be of interest to me. (Forster, n.d.)

The key howeveristhateetto} SEC E U Jve % E ¢ VS }voC < Zv}S]}lve] Vv Z
Forster takes two steps away fromth 3§ P}YEC A v + Z ZA EC up Z[ Iv}Ao
his work. | argue that this is less of the throwaway remark it first seems, and is, instead, real

v Ev }us §Z A}EI[* E %S3]}vX 00 €& (po AE]S E+ pv E-:
only indicatessZ A}EI[s ]E 38]}v v U posd]Ju 8§ oCU 8Z }v ope]}vU
that allows faster conceptual processing and makes understanding (or a superficial
engagement) easier. The undesirability of this to any poet is best voicéaneySprague,

whose words help to conclude this section on classification:

| resist ecopoetics. And definitions ofopoetics. | resist it as a neat

category into which one might insert my own work, like some car

slipping into its slot on the freeway.S[¢ ] u %o } E SowntenfiodE $

P eU % SE}oU » JESZ }(8Z Ep X_d} AYEI 3}A E «  %o]

in a consciously ecological way. (2008: n.p.)
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e, EE] S d Eo} A %0 JveU "% E P [* Jeey *S ue (E}u *pu Z 0
limitation, a carvingoutof an area df*% ] o Jvs E *S_]Jv § CGBue }( *pi S v (
TITOW vX%Xe v U ]Jv 8§ Eue }( %}0]5] U AJoo }voC vP P §Z}e A
opinions. Through her simile of motorway travel, Sprague beautifully describes my concerns
about classificton. To accept my work as eq@wetic would, for me, suggest that my work
sought this smooth reception, through a practised shéndling in terms of direction and
speed, and had a clearly signposted destination. With Sprague, | maintain that what is good
for motorways is not good for poetry, and so gently continue to resist classifying the work
that was made for this project as epmetry, Romantic poetry, or anything elsexcept

poetry.
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Poetics

Creative writing research) needs to be urtidken with an openness to connections
and exchanges of knowledge and understanding, a willingness to employ any number

of investigative tools(Harper, 2013: 289)

| will now offer some of the thoughts, actions and processes behind the writing of my
poetry, from the poems that seemed to arrive unbidden to the more structured processes
used to generate material. This section can be read as creative methodology, for as Harriet
d Eo} }uu vSeU Z€ue SZ} }0o}PC J* (HLV U VS 00C ntefE] « }( 11
(E}u *% SEPU }( %o}ee] 10]S] o[ ~T1IOW iifieX He SZ u SZ} }c
has its own conventions as a discourse on research methods, Tarlo is instead here describing
choices | have called poetics. These, as Robert Sheppard suggesis Zv ]SZ E od % E]vV
§Z }EC[ ~1116W 6 pS uC & S SEMU SUE * }( u I]JvP «Z}po
creative output of this project, as much as the poetry read at the events or printed in the
chapbooks.

This view is supported by CheslBernstein, who suggests that literary theory has
(largely) replaced poetics as a model of scholarship, with anthologies of poetic instruction
moving away from artist essays to favour philosophers and theorists. Thus, as Bernstein
concludes, poeticshas ju Z v}3Z & (}EuU }( %} SEC[ ~TiiiW 60U }v A:
further site of critical study, and is therefore open to theoretical and philosophical
interpretation.

To alleviate any sense of poetics being (in the words of Gerald Bruns) poltbgccal

s E]%S]}ve }( Z*SE VP % E& S] * v uvv SUCE o Se[ ~T1IAW i0
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poetics operates between all of the previously described areas of study, taking inspiration or
mobilising internal logic from scholarship on archivbs, Cornish posindustrial landscape,

and the lessons provided by other poets working in similar modes. This is because, despite

my attempts to keep the writing strategies as visible as possible, many poems seemed to

arrive without being invited in any evtly procedural or mechanical fashion while working

A13Z }v }E u}®E® }( uC }v3 £3u o0 *]8 X/ Aloo & SupEv 8} 3Z ]
presently. However, as the making came from the scholarship, | assert that my theoretical

framework should be caidered part of my poetics. As Peter Middleton states:

dZ }JEC Z 00 VP « 3Z <}A E ]Pv ¢« 0o( €Ye W} 8¢ v E *%}V
deeper, more mysterious field of inner psychic activity that mysteriously manifests
itself into the material world [bt] [tlheory turns its searchlight on the poet, reading

his papers to see who s/he is. (1993: 125)

D] o 8}v[e }uu v3e }JE] v§ & | 8} 8Z }vs A3p o E A] AU v
although not all of the creative work for this project was made usingcired processes,
all stemmed from consideration of specific source materials. These might even be
UV E+3}} Jv 8 GEus }( D] 0 8}v[s Z% % E+[U Al3Z §Z |E «Z E
authority.

/| Aloo }ve] EU (JE+3U % hautakahpcibug, SEIGEres) ek of
invitation. It must be remembered that writing about any artistic practice calls for a balance
between what can be explained and the elements that resist such exegesis. For poetry, in
particular, expositional difficty is to be expected from any work that is not completely

formulaic.Different poets conceptualise these arrivals in different ways. Mary Oliver
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describes the intangible poem that exists away from the page, and draws distinction
SA v Z3Z % EeSniHatiga vitlen document, as opposed to a mystical

} pu v3U AZ] Z }( IUEes 83Z %o} u ]Je 0} ~iBBOW ieX dZ ] H(
Jv : e}v t]ESI[e ¢ C }v 8Z Ju%}*]3]}v 0 ¢ SE 3 P] « }( }VS u%}C
with an explanabn of how, in writing in the academic register about the vagaries of artistic
% E 3] U Z Z SE] 8} Eulv BA VvV Z%E 24B]W&]}v v uCesd
A op Jv 8Z]*U Z }v op U ] 3Z 8 ZAZ]o 8Z E ]+ v} oP}E]3Zu
invention, there are observable signposts, commonalities that writers speak to when

]* pee]vP SZ JE ] 1}*Cv E S] % @&} e[ ~TiiTW 707X &}E& u U §Z]:
my hope that the processual poetic strategies that make up the body of thigehap
includng narrative resonance, will continte be used by other poets (as they have already
been demonstratedn a number of poetry workshopd)ut also involves understanding that
§Z «<u] U ZuCeS] o %} u Z o % E} << bpeoie-welgtbovpd,S }v SZ § -
and therefore quiet.

| now turn to the use of metaphorical structures and compositional process in my work.

These poetics have been an essential part of my negotiations with archival and lyric
authority. As previously outlined ithe section on the lyric, | began this project wary of
being perceived as an appropriator of voice, to the extent that this anxiety was obstructing
creativity. For me, the solution lay in making work that began with an externalised approach
}E Z % Ednverdely, poetic process was also used to assert authority, where playful
games and strategies were developed as a response to the projected gravitas of the archive.
This latter is examined more fully in theggtice section on archive gamgmel130).

/| Aloo /&£ ulv 8Z (}JEuU E «3E 8§ PCU 3Z 8§ }( Z% E} +<[U V}IAX
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By using process (external) to engage with my source materials, | initially sought ways to

bring the historical and contemporary narratives together that did not completely rely upon
my personal way of writing poetry, which can be considered process (internal). Huntsperger
(2010) examines procedural form as a postmodern, froditviduality reaction to fredorm
AYEI[e suPP «3]}v }( Z v uv(E Pu v8 U pve o( }vecddpMerke Z}o]*3]
Jus }( v 3IAE pv v }( %} 8] ( O]vP[ ~TiiiW TieX dZ]e ¢ E]%o:

vV ]38 %}]vE ]+ o EX /5 ]* o0-e3}diszusSonabisinontage and ¥ellhfe
pieceswould support the use of process to marshal #raotional realities of other persons

in my work. He claims:

In order to make a composition that takes a step beyond simpleegglfession you
have to use a method, some kind of technique, that allows you to work. Otherwise it
would be like personal coagsion or moaning or talking to yourself. (Lopez and

Allen, 2006: 261)

These are the charges that | sought to avoid in my use of process, because perceived self
expression, particularly in lyric form, had become problematic in terms of authenticity and
authority in wider poetics discourse.

However, as | will show in the sections on archive games, mineral processing and
narrative resonance, | did not use pure, mechanistic processes in my work, but utilised them
as compositional starting points. Johnslo & Ae Z 0% (po ]*3]v 3]}v 3A v Z
% E} e ~]v AZ] Z (} e ]* W%}V 8Z }IpuS Ju e v ZE]SH 0]*3] [ % d

}J( U}A ¢« ]e 83Z A v3 Jv ]S o([ ~i66TW dieX o0 }(-orign®e(E} eop 0
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for a completelyalgorithmic set of poetics for this project would not have suited its research

aims?32 As Fiona Sampson explains:

Verse which is entirely technigtled v rather than literallyinformedby technique,
with all the necessary intimacy between thought andgaage that impliey may
indeed preach an agendar poetry; but it lacks the capaciousness of the open
verdict. Its intent is single pointed [and] refuses to be brought back to life by

readerly interaction. (2007: 3)

Nuelve Jve]eS v u% }v &fZhoyghd adfl Femgugge describes the poet acting as
an organising consciousness, one who makes selections determined by need rather than
randomised or machinéke factors. This is the view | promoted in public workshegsere
we performed cuup and inersection work with archival materiaHere,l would suggest
that the poet catalyses a reactipgo muchmore than simpleselection and rearrangement,
whichresultsin changebrought about by concentration. Thisoves the work from re
creation into creatn.
The choice to write poetry informed, rather than completely generated, by my processes
0¢} E *%o}V §} 87 v (JE uC A}EI 3§} (( 8]A X + , 00 A E
% E} s %0 o+ 3Z A op v §Z § ]S o( u}@l)sahavthavasyz }pus }u
knowledge generated by the work remains the preserve of the primary practitioners as

Z*% ] o lIviAo P [ ~idd1W dieX &}E & ¢« E Z % E}i & AZ}e %o

32 By algorithmic poetry, | am referencing the type of poetic structure popularised by the French group Oulipo,

Ouvoir de Littérature Potentielle (Workshop of Potential Literature) formed in 1960. Raymond Queneau, a

fluv JvVP u u @EU }uso]v SZ JE Jue o ZE€3e} %E}%}e vV A ZeSEU SPE <[ 8} A
to invent new artificial or mechanical procedures that will contribute to literary activity: props for inspiration

as it were, orrather,inaway,] » (}E& & S]A]JSC[ ~Ypu v pU id60W fideX
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that both recognises, and is recognisable as, works obad story, the generation of

‘U Z % E]A 5 Iv}AJvP ]+ } A]}pueoC pvep]d o X /v Z]s e« C ZdZ
EveS ]Jv (Vv e %} u[s E]PZS S} Z oo VP]JVvP S} E U EPy]

between reader and poem will be fruitful (2011: Byt my work had to be understood in

terms of narrative content, to promote ownership of the archive and landscape and to invite

the listeners/readers to consider themselves in the moments that are offered in the

poetry 33 That being said, | do note thatelpoems selected for the second collection,

Effects of Enginesre less obvious in this direction than those presenteSitamps and

Stories This is a result of both my learning to trust the audience to make the connections

and my own poetic developmeirt the time between readings.
| close this introduction by noting that the compositional models and examples of

practice that follow can be read as a guide for any poet working between archival sources

and contemporary narratives. They demonstratesaaf tactics, suggested strategies and

attitudes that can be chosen from as the need occurs. Therefore it is presumed (indeed,

hoped) that the reader might try some of my methods, to bring their own idiosyncrasies,

experience, and idiolect to the proces$s.honour of these work#-come | do not offer

much in the way of exegesis of individual poems, other than to show their development in

JoopueS3®E S]A /£ uU%0 * }( %E} X /v §Z]*U/ PE Al]s8Z 2z} ES

is not explicationorvd E% E 3 3]}vU AZ] Z E 3Z % E}% E i} * }(

331n the introduction toUncreative WritingKenneth Goldsmith states that the emotion present in his work is

vi§ } @ JA }E % Eep *]A p3 o0]A E- 13+ u}d]}v o }vs vdm@énte]<u oC Vv pv
FE %o E oo e« @& +pos8 }( 82 AE]S]VP % E} e+ E $Z E 3Z v (E}u us38Z}E] o ]v

emotional factors present in this project, | was unwilling to relinquish my authorial intention.
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Archive Games

As has already been suggested, the authoritative nature of the archive can be daunting. For
me, this manifested in a sense of resistance to poetic use, despite the weldooned at
the Cornwall Record Office. This sense of resistance was exacerbated by the use of cotton
gloves to handle the documents, by my initial difficulty in reading the handwriting contained
in each, and by the sheer number of documents waiting todaelr | will now outline how
this perceived resistance was recognised and, through a number of actions, overcome.

The material practices necessary to support the key principles of access and preservation
demand that the documents are signed in and ofithe strong room, defended against
sweat or inkmarred fingers with gloves, folded between afide papers, and opened on
cushions to keep spines from cracking. Even the handwsegned deliberate in its effects
of distance and distraction, wheréé fluidity of readingo which | am used wadisrupted
by the close copperplate, the inscribed flourish. | once spent an hour copying the ornate Ds
of Matthew Boulton, imagining him at his lessons with slate and chalk. | could have spent
longer in these dydreams otonnection but | was cognisadt( $Z @& Z]A [+ A}lopuu U v
therefore knew | had to keep readinggad faster, in order to read it all.

Revisitingny journals fronthis time, it is now cleathat the number of documents that
make up theWilson Papers had become another siteesdistance. There are over a
thousanditems, and | am not a historian, trained in the judicious selection of sources, but
rather a student of literature, where one reads ev@ageof the novel, every line of the
po uU (}E PJvv]vP }v [¢ E]S8]<p X v C 8 A v Z]+8}E] ve » u
being overwhelmed by material: Carol Steedman articulates a similar concern in her book

Dust on the investigative realitesf archive work:
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Not a purchase made, natthing acquired that is not noted and recorded. You think:
| could get to hate these people; and then: | can never do these people justice; and

finally: I shall never get it done. (Steedman, 2002: 18)

Although I never felt any animosity toward the wriseof the letters, | did begin nstudy
with the disadvantage of thinking that each document would give me a poem. | had not
understood the need to spend time absorbing the content and making my selections from a
position of knowledge. This is partly becaug ( 3Z A C 3Z % E}i 3[c }ud% use A @
structured,with the expectation of poetry as exploratiobyt mostly dueto my limited
understanding of the layers of value pertaining to historical records. As MacDermaid

E %0 JveU Z€8+Z <Cu }o]ntWhiolureihforceslindividual, community or

HOSUE 0] VvS3]S3CU }(3 v }uSA 1P Z« ]132p7) L@yingdpywn @lefteop [ ~i00
without working creatively with the words felt, at that time, like | was doing something
wrong.

So | read everletter, writing out my thoughts as | read, often repeating myself or

reaching for something to say. Consequently, the creatigek | generated at this timesi
dissatisfying to me, weighed down with references and biographical detail. As Pound might
havew Ev U / A« ZE § oo]JvP Jvu ]} E A E+ Az 5§ Z 0oE C
(1913: 201). As these stilted works continued | became disillusioned with the creative life of
the project, worried that | would not be able to find a way past this urgeetrite the

} Hu v3eU 8} ulveSE 5§ 3Z 5/ A « AJEI]VP Z E U AYEI]VP Z% &

a conference paper on the apologias examined in the creative review that show the poet
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working in the archive, and so set about writing my own, whiafil insert here in order to

comment upon the content.

v JvP Al8Z t 88 ~ %}0}P]
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Thepr} o u/ A« Z AJvP A]3Z 8Z @& Z]A ]* % E » v3 ]Jv §Z (JE+S o
A S ZIJVP[ 8Z *% | E « 3Z C A}YEIX ~/v ( 88U 8Z u i}E]3C }( u®
Z }JE K((] E (uo v /| Aev AE ZA § 7 }hetEpreC vC}v X
can be understood as the personification of a perceived patriarchal authority. If asked, |
would have said | enjoyed my archival investigations, where the truth was that | was
unnerved by the archive, both materially and philosophically, anddesh from the very
first day, when | had been signed in, been approved for my access to the documents and
then handed my first pair of white cotton glovés.
It became clear that | had to renegotiate my relationship with the archive, to show it that
poetry can be defiant yet playful, respectful yet anarchic, and that poetry, in order to be
poetry, must be able to slip the tour guide and wander at will. To do this, | made two
actions. First, | stole a glove. Their use held me away from material | hese for my
poetry. | thought of this in engineering terms: how to wield a tool | cannot touch? |
appreciated the reasons for their use, and was thus diligent. Nevertheless, the gloves
seemed to symbolise the barrier | felt as | visited the archive andi trealetters, where
some force prevented my poetry from moving beyond simple statements of understanding.
The theft, | should explain, was no great crime. My glove was one of hundreds kept in a
cardboard box on the floor, sent away for washing once treyetbeen worn, and, as my
notebook records, the original idea was to write upon the fabric and send it through the
cleaning processdowever, this idea evolved into one of allowing a more permanent trace,

SO on my next visit, instead of tossing my paithegt end of the day, | concealed the one |

34 This has since been mediated by my urstiending of the realities of archival practices, which revealed the care and
generosity of archivists. Throughout my project | have had nothing but support and encourageometite archivistsat
the Cornwall Record Office and Falmouth University, amdyitorrespondence with the Gloucester Record Office.
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had worn on my right hand (my writing hand) in my pocket. | signed out of the archive. We
went home.

Once safe in my studytdok the glove and examined it. It seemed too white, so |
wrote my name on each fingept, backwards, so it would print my name upon everything |
touched. | opened my notebooks and pressed my hand over the lines copied from the
archive, allowing the graphite dust to minglath its woven strands. Later, as my
understanding grew of the chahlige the archive, | would come home and write the
pertinent words upon its palm, its fingers. Sometimes the nearest pen to hand was red.
Sometimes blue.

This exercise became an exploration of how the evidence of action can be so
unwanted in one context anget be celebrated as meaningful in another, which provides
further analogy for the traces of industry left on the Cornish landscape and on Cornish
cultural identity. My glove still sits on my bookshelf. It has become a totem of trace; it is
dusty and thenks have blurred and faded so that the words are hard to read, but | know

they are there®

%/5 1e A}ESZ v}S]vP 32 8§ & Z]A + & ]A] }us 82 ZAZ]3 Po}A [U
the CRO has ceased their use. My archive game, unnecessary now, has moved into history.
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Figure4: Glove on the bookshelf

The second action made with the archive also engaged with the idea of trace. Jenny, one of
the archivirg assistants, had kindly agreed to let me observe work behind the scenes at the
Record Office. In the tight spaces behind the reading room, the controlled movement of
paper is of obvious concern. Everywhere one looks there are pyramidal structures df rolle
sheets and shelves of folders and books, all perfectly in their place. | was most interested in
the white request slips, paired with their yellow carboapies, for | had filled so many out
myself and thus wanted to see the process that left themin Jgfm }((] U S]PZS0oC pupv o
and neatly boxed, recording the business of the archive until the box is filled enough to be
sent for recycling.
At first | had understood these request slips as an extension of the archive, for, as
EE] v}aearhdst groduces more archive, and that is why the archive is never

0}e X /S }% ve }usS S} SZ (HosyeEr, fthesedstips\&iedt kept. Their
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existence is temporary, held until the box is full enough to empty, like the need to breath
out beforeanother breath can be taken.
| explained my thoughts to Jenny over coffee, who immediately pointed out what | had

missed: although the slips are destroyed, the information written upon them is not lost,
because each is carefully entered into the GR@base. This record, she noted, is
permanent It was in the move from paper to computer that Derrida's egpening archive
was to be found. | was keen to see myself archiaedrchive, so asked to see my record.
We returned to the office and, with &w clicks, Jenny brought up my name and a list of
dates and archive references.

This made me thoughtful. Once more, | found myself caught in a struggle with the

E Z]A [*» %0 E} se oX /v | %]VvP u +} 3]PZS0C }E E U «} E (u
e u 3§} «SE]JA]VP 8} | % u Vv uC A}EI §]PZ80C }vi8E}oo X
work around goreventionof my trace: could there be another performative act that could
(harmlessly) disrupt thikeepingof it?

On my next visit, | requestealbundle of letters from the Wilson Papesson retrieved
for me by amember of the efficient CRO staff. Appropriately gloved, | took the folder to my
table and proceeded twork with it for three hourst but without opening the folder.
Instead of unknoting the ribbons, gently unfolding the letters and entering their preserved
world, | used my situated experience as source. | made notes about the oddness of acting in
this way, of the interest of the archivists and other researchers. | tried to capturdtteit
to be in the archive yet, strictly speaking, outside ofdt,as long as the document wallet
remained closed. | wrote about myself, recording how | was sitting, what | could see, and
how important it was to still wear the gloves, to write inna# through their bulk.

| returned the bundle, signedoutv A v3 Z}u U « §]+(] A]3Z uC (8 Ev}}v][
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My request slip was processed in the office, and so, thereafter, my name was recorded in
the database. The extended archive keeps the ttaat on this date, at this time, Annabel
Banks worked on these particular Wilson Papers. But | didn't. This tiny, insignificant error,
this disrupted trace, this professed accuracy that | know to be incorrect, worked to loosen
the intimidating authoritatve bonds | had felt since that first day.

After these two actions, the stolen gloves and the disturbed trace, | felt on more equal
terms with the archive. | signed in and out, wore the gloves, and respected the rules, but
these had shifted from feelg oppressive to easy courtesies, like the removal of my shoes
when visiting the homes of certain friends. And as the authoritative structures became less
meaningful, the archive became more malleable, open to being treated in less formal ways
inordertou | A}EIU pe]vP v ]38 u 8Z 8] v 3Z u 38} 8Z & Z]A]+38+]

preservation: a pair of scissors.

Harriet Tarlo identifies found poetry as an eethical practice, destabilising single

% E+% S]A ¢ ]Jv ( AJpE }( upmg prdmowedge, rathef thahoconstantly

reeco Ev]vP ]S8[ ~TiioWoiifeX|wWZ[]s Z&&] <« SZ ]J((] posSC / Z vV i
writing poetry up to this point, and so, energised by my nemdgotiated relationship with

the archive, | chose to begagain, and begin simply with found poetry. This was a

deliberate means for me to not only destabilise the historical narrative of the archive, but to

reinforce the notion that the poetry did not have to come from my responses to the
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material for, as Tarlo}v op U (}uv A}EIl Z]ve]eSe §Z § 0o VPuU P Je v A @
%} S] % E S] [ ~T1iOW ifieX

| selected letters at random, printed them out and made erasure works, searching
for sequences that brought a new reading to their content without losing thistorical
sense./ & E uE A}EIls opu Z +RAEAGOLLI7)Znd<HNOwed their
u} osU | %]vP SZ *% ¢ < % ES }( SZ -UppaefmsfrdpdEuX / & §
different letters, finding phrases repeated in slightly different way®ssthe archive and
gathering them to make lists, and used the texts | was reading as secondary sources to make
found poetry3®

The creative writing workshops | ran always began with making found poetry, once
the letters had been deciphered and the handwig had moved from unintelligibility to
comprehension, because it feels transgressive and, at the same time, is simple and rather
fun. In these led explorations, | asked the participants to refrain from using the glue to stick
down their initial pieces, bmause | was taking them through my own stages of discovery.
Therefore, after found poems had been made, | asked them to move the words and phrases
further apart on the page. Through Derrida, | had come to see the archive not as a collection
of individual étters, but a whole text, a complete structure of knowledge in itself, and thus
open to deconstructiorvto have its components spread apart to make room for a new
meaning, one that overlapped or intersected the first, and this had led to my next strategy,

called Intersections.

BKv }(UuC (}UV %} ueU ZdZ , ES ]+ WoaunthddétnA Revi@fheosouce tdat was
The Lives of Boulton and Waly Samuel Smiles (2007, first published in 1865). Please see Project Outputs
section page259) for full details of thedo} u[e %o pn 0] S]}vX
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Intersections

The second stage of the found work was in the stitching of my own word and observations
through the lines that were spread out on the page. First | did this with complete letters,
without cutting any words, but usingy computer to produce documents with large gaps
between the lines. These | filled with my own ideas about what was being said, about my
impression of the work and the men whose letters | was reading every day. Initially, this
filled time as | waited to reeive the approval from the ethics board that would allow me to
begin working with my participants. Later, once | had my donated narratives of the
contemporary landscape, | used those words to intersect with the archive. The following
example shows an egrpoem created from a letter from Watt to Wilson, Septembgt 2

1783~ {67lilifsU (JE+% Jv & (38U §Z v + Z(]v]*Z [ %] X
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Figure5: Intersections experiment
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James Watt worries

He would agree with none who said this sebbe simpler:
surface tension, for a hard ship, keeps the venture afloat.

/S[* *]u% o @hiuZt]migt m&eh the downward stroke.

dz ¢ Zz v} P}} e ve }( @&SZ[e }vv S8]}vX
Why not become oxidised? The fizz of granite, crack as course

for more adacks to come. What else refills the pouredt pools

but the wanting of gravity, the greater deal of water, to draw
H% Vv }us v <Z}A | §} 82 ]JEM /8[¢ <¢]Ju%o JE& S]}vX
dZ C[E <]Ju%o U o]l S§Z }u%o ¢* %}]vSeU Vv ]Jv }%]Vv]}vVv

would find an aiof north, the fiery west, east to hidden stones
and simple mud. Some souths are washed, not drowned

by drops, or degrees too sodden to expose. Think him a fool?

Like currents, magnetism and deception, he tumbles matters in his mind.
dz C[ (]Jv Jmoteon, W&od for solidity, rope and chain

to drag out cautious hesitation and leave it, desperate with rust,

. } S }( vP]v uvU } ] eeu ]JPP & C u Z]v EGC[* u l
and such drives will run foreveC.ome, bolt the future on,

A [E }(( 33nise tatnorrow, a simple undertaking, yes?
But still, he would agree with none who said this would be simpler:

surface tension, for a hard ship, keeps the venture afloat.

/8[* *]u% 0 @hkZt]migt mékeh the downward stroke.
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These first works, whe | introduced words from my transcripts and notebooks to the

letters, were often brittle; | had brought together the two temporal planes, which sat

HV *]JoC 3}P 8Z EX tZ v /P A uC (JE*8 % E » v3 §]}vU }(( E]JvP

zdz WHd]¥WNo C[U/ E JA ( | 82 8 8Z C A & Vv[8 %} us ps3 C
v EvVv }A E 3Z % E ]JA <«p 0]8C }( ESE]8] A}YEI « E - E Z
/E u]v 8]}v }(Z & AYEI « %} ues }E u E oC Z%o}ltookthis ~TiiTwW &

feedback to indicate that the poetry was still overloaded with exposition and needed to be

refined. The concept of refinement led towards the next set of poetics, concerned with

repetition, in which | experimented with creative methods basgon the separation and

refinement techniques of mineral processing. | will now explain these techniques in terms of

inception (repetition struggles) and execution (found work and intervéeere).
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Repetition Struggles

While writing poetry fom the archive and interviews | found that | was often repeating
myself. The same images would arise, which was initially frustrating, despite repetition
being a useful tool for the practising poeZ % S]S]}vU 8 S ¢ :}Zv Z wu}v U ] ZSZ
simplestwaytoe p@& §3 vS§]}v[ ~TiiOW fioe v Z « SZ P} o }( & S8]v
v EPC v /A ]85 u vs[ ~T1i0W 08U us 3Z E % 3]3]}ve | A ]
often thematic and imagéed, as well as at the level of individual words or phrases. Once
again | turned to the work of fellow artists to seek guidance, and was reassured that the
presence of the archive itself invites ideas of repetition. Repetition, for example, is the
E]A Zlv % E(}JEuUuvVv E -+« EZE [JE E , }We 1111 Alez §
W Ee}v[e ]S % ](] % €& (}CEROO0) HaddononenPtodthe §ites,
gathered those who had withessed the performance, and set abowgteating it with her
E %% S € (€ Jv }( Z/ A« v}8 §Z E U us Y[ ~étidarestes]JueX /v
acts that had taken place two years before, accommodating the landscape changes and
her own new narratives into her act of mimesis.

]30]v ~]oA C—< pe }( u]Ju ¢]* A e 0} % E(}EU S$]A U Z%ZC
labour [which] pick p% $§Z @& uv vSe }( %00 vV u He }( SZ u ]Jv % G
(DeSilvey, 2007b: 42). In working on her Montana homestead she accessed the presence of
§Z u 8 E] o AZ] Z «z A}YEI Al3zU A}] JvP 8Z Zu 8Z} }o}P] o
have v VA]}ue 8} A}] uCe 0o(X ~"Z oo ESe Z}UE S« }( Juls §]}v
appropriation provided the conditions for the creation of a new understanding of material

V %0 [~ "~]JoA CU Tii6 W dieX , }v v "loA C[* u]Ju 8] &E %o
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performative whereas mine are poetic, but they find their origins in the same need to
repeat in order to understand.

Eventually,tibecame clear that what | was actually copying were the repetitions of the
processes of the mining extracts. | was surroundgdayxcles and circles, by buddle

EueZ » v 8Z A vv E[e *AlEoX /| A s JveSENU E ~E % §
double-action cylinders and other related engineering principles, which always end with
the return of the piston as the beginnind the next stroke. Finally, | was watching the
videos of the Boulton and Watt engines in Glasgow, visiting their Cornish cousins, and
appreciating their cleverness in converting rotating motion into linear without realising
that | was trying to do the same

It was not, therefore, that my work was suffering from a limited range of images and

thus experiencing some sort of creative failure, as | had originally thought, but rather that
| was being drawn to the rhetorical devicee{politio,whererepetition of the same idea

is used for effect. By returning to the same meetings, the same descriptions of fields and

0Ce |

% $ZeU [ A o pv }ve 1}peoC A% E ]vP SE wiiat, fgrus }EVA oo0]

tourists, it is a place of returns, where a visit is nes@mplete and must be repeated the
following year (a phenomenon described in different interviews). For locals, it is place
where the seasonal changes are marked by more than weather and vegetation, the by
arrival of the tourist The pathways are loapg, the precipitation cycle dominant, and
because of all these rexperiencings of the same there will always be more to say. Only
the content of the archive is fixed. Everything else was in continuous motion, and once |
understood how this material was wking | decided to treat it to further cycles, inspired

by the refinement processes of tin mining.
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Mineral Processing

Found Poetry

Harriet Tarlo argues that found poetry is prevalent in poets who are working with an eco
poetic bent. The poet, she argue) Jue ZE pe EU E C o E }( A}JE <[ ~i
Although | have taken pains to resist the label of-poetry being imposed on my work, |
claim the use of reusing and recycling in my practice and material, which was introduced by
the metaphorical pplication of mineral processing. In mineral extraction, the ore is drilled
out, raised to the surface and piled into lorries or conveyors for transport to processing.
There is a huge amount of rock wrapped around the valuable metals, which is crushed and
sent though a repeating cycle of extraction. Gravity separation occurs, which sorts the
us E] o ]Jvs} PE}u%oe ~E}IPPZ « v U (Jv v Vv e0]u X dZpu-
reprocessed until the tailings are piped or dumped back into the landscape.ifigie K
Edward Mine Museum houses many different pieces of equipment in its mill, each a weapon
in the battle to extract the valuable tin from the ore. Beginning with the heavy pounding of
the California stamp heads, the mined material is sent around procéisaesycle and re
cycle, where each pass through the round frame or across the shaking table further
separates the denser tin from the lighter rock. | brought these processes into my work.

The first set of poems written with mineral processing imanivere lines taken straight
from the archive and sent through a set of removals, tumbling them around to be refined.
The results were pleasing when they worked, often ending in an epigrammatic manner, as

in the following example:

145



Makers

In regard to Wited Mines we must persist also until they make a proper acknowlegement of
their ill manners to us, you will therefore please attend their account expostulate with them &
repeat your demand, if they make a proper apology and you can assure us the ey is

[sic]in distress we may be tempted to make them some concession

A proper mine is also tempted
your manners persist
therefore please
we must demand

a repeat count. Make some concession.

Man makes
therefore man mines.

Repeat your lesson.

| repeated this experiment with interview material and with excerpts from my journals
and notebooks, and often the resulting lines would become part of a longer work, much as

refined metal would become padf a larger mechanism. Tin, in particular, is used in
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mobile phones, and this connection between refined material #me means of
communicating information is a gratifying resonance.
As a note on this process, | will add that | finohitiguingthat | never made a
connection between my looking at the poems of erasure by Joshua Poteat (examined in
the contextual review) and my own process here. | take this as evidence of the strength of
the metaphorical frameworks | constructed as | worked. For Raeat's poetry is firmly
% ES }(3Z € zZ]IAU (JE /P A IWW(E vV % % €& SZ § o]l v
viS1}v }( 8Z @& Z]JA [+ & % 3]8]}v  ]JVP % ES }( -erofibhA S}A E -
dZ]s ]« Alv ]Jv W}S S[e the]gdpsy thse}inidicéors of the missing, in the
%} ue[ o]v 8]}veU v &§Z]e]e AZ & 8Z + % & $]}v 0] *U (}E& uC
archive, but of the mining technology it references. This is not, therefore, a process of
erosion but of refinementthe emphasis is not on the actions of removal, or on what is
removed (which, unlike the mineraste, can be reused), but on what makes it through to

the next process of selection, for this is where valuable material will be found.

Interviews as Ore

After embracing the use of mineral processing as a metaphorical construct | devedoped
new interview practice. Whehhad completed an interview, | would thank my participant
and then retire to a quiet place to write very quickly, trying to gather everytkivadg |
could about the experience, not just the words that were collected in my recordings or in
my notebook in a modified type of thick description (Geertz, 1973; Orley, 2009).

Writing in this fashion allowed me to write of their words but alsoexlthe

paralinguistic clues which contextualised them, for the content of the interviews was more

147



than our verbal exchanges. As we walked the mineral tramways considering the plants and
minerals that surrounded us, or examined machinery, or looked atqdraiphs of family
members who were miners, there were moments of attention and connection that were
not verbalised but were in need of capture. | wrote everything that | could recall: what we
spoke of, what we saw, the birds or the coffee, what the air lsimeas we rounded to the
river. | wrote as fast as possible, with minimal punctuation. One of the major advantages
in this process was the speed with which | wrote.

In his work on the pre&onscious cognition of poets Sean Magee is interested in the
many reports of composing at speeds at which it is too fast to think, or, as he qualifies,
Z8}} ( 8 8} 8Z]vl SZE}uPZ }ve J}pueoC 00 3$Z ]J(( E vS 37 §]
§Z ]E A C Jv8} 8Z o]v * ]v <u eStpmpositibphaMliting is XtrasspdZas
important in each case, as it was in my work. This was the ore, and, in composition, |
returned to these sources, alongside interview transcripsiand the letters of Boulton
and Watt, particularly for the poetic process that devedoldate in my practice. | have
called this process narrative resonance, and the following section will describe what this
is, how it works, and also critique the resultant poems in terms of authenticity and

authority.
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Narrative Resonance

Figue 6: Notebook excerpt on the evolution of narrative resonance

Narrative resonance can simply be the matching of nduthat is its

simplest form. The game of snap that one plays to familiarise yourself with
cards before you ecahandle more sophisticated gamésophisticated as
complex (not complicated!) rather than the connotations of clasated

*U% EJ}IE]SC Y

But how about taking a story, even a moment, a sentence, and studying this,
using it to create an emotional pale®€eThen using that palette, that colour,

to (re) paint a new moment, one taken (inspired by/through) moment of real
lives/thoughts/experiences of those who move through the Cornish post

industrial landscape.
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Figure7: Firstexp EJu v8 Jv ZAE]3]vP I

P.S. You have not answereg query about steam engines in my last letter.

Dear Sir, you have left me hanging left me up like condensing to drip away | need to
know about movement and balancing beams the uncertainty of cracadthe

sacrifice of coal. What | stand with my dirtied hands open | open my head, too, and
bend towards you the knowledge of land and landscape and environment. | have a
suspicion of hedges the flowers bend towards the ground like my questions and

gueries are enough to fill pages

The culmination of my work with poetic process is the development of narrative resonance.
This is atsuctured way of organisingistorical and contemporary narratives in order to

write between them. Narrative resonance finds origins in my need to move beyond

poetry that was juxtaposing, rather than synthesising, the stories with which | was working,

my work with sound and reception, and my training in engineering. | was taught that objects
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resonating at the same frequenayok the same to certain instruments. Furthermore, | was
shown how resonance at the same frequencies leads to increased vibration (which can lead
to destruction), or, if the frequencies are matched but opposing, cancel each other out. This
is the technologyehind noisecancellation headphones, where sound is generated at
similar frequency to ambient noise in order to cancel the wave.
Jve]l € 81}v }( A] & 8]}vU  e}luv WBAket3q&EDefent@obo CJe

W} SEC[U AZ E Z erk(E aPprinciple Witinstde human being (and perhaps
within all sentient beings) which acts otherwise than in the lyre, which produces not melody
alone, but harmony, by an internal adjustment of the sounds or motions thus excited to the
impressions Wich &£ ]88 §Z u[ ~id\&ody talkes shis further when retates that
§Ju E ~8Z @& *}v v }( *}uv s ] Zv}s «]JvPoO SpuX /8« A EC .
more than a component, a composition whose complexity continues to increase as acoustic

VOCe]e ]Je & (Jv [ ~TITOW 0i*X %% 0C]vP §Z o (1vl8]1}veU §Z]-
narrative resonance between the letters and the material gathered in, and around, the
interviews.

The process is as follows. To begin, part of a Boulton antlgttar is selected and
ZAE]88 v I[ §}X dZ]s ]* <]Pv &} o00}A 8Z u}u vs 8} (Joo }us!
pageand allow the vibration to become prominent. Once this has been achieved, the
second source is introduced, often with a simple$mnU ey Z <« Z v SZ]e-]e 0]l [X dZ
selected interview material is then brought into the writing, captured quickly, trying to find
a way of bringing the moments together in order to increase their vibration and result in a

poem?2’ Oftenthe imagery gearated by this approach is integrated into other work, thus

3" These experiments often gave strong results, but more often failed. These failures were still valuable, for
each attempt was a further move away framny earlier poems where the simple matching of nouns gave a
point of connection between the letters and the interview material.
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carrying its associative value into the new piece, for, as Fisher notes in the introduction to
Z'E AJSC[U %} ue Vv Z3 | % ES ]Jv ]vs E( E v Vv SE ve(}EU &
(2004: X).
e 8Z %} ule 15 US3SZ (JES -+ 3]}v }( ZAE]3]VvP [ ]« & u}
resonance has been achieved, the archive is still present in the poem, not only because the
writing direction was influenced by its content but because the matdras been
synthesised into a new thought. The past and the present sing together to communicate
SZ ]E& *S}E] *U (JEU <« EV C *uPP ¢SeU }uupv] S]}v ] Z <Z E]
eZ EJVP e epi S }( 00 "epi Se X v pwl}d PpPIBW dVeXU E <}V
This process often results in false starts: the resonance is either too strong and shakes
the poem to pieces, or is angled in such a way as to cancel both narratives. And yet, when it
is successful the poem can seem to generatefiteflen revealing new speakers who have
their own stories of Cornwall to share. However, narrative resonance is by no means
automatic writing t a pretence to receive something that is outside myself and the sources |
am synthesising. On the contrary, lliege that this process could work only in the latter
e3P e}(uC E 3]A A}YEIU }v 8Z & Z]A [+ }v8 vE v §Z <5}
developed past an intellectual appreciation on my part. Wirtz (2011) interviewed poets
about their process in termsf invention strategies and intellectual positions, and found a
Juulv ZE % S]A 3 v [ EZ & (puv 8]}ve ¢ v JVA vE]}v Z uE]e3] |
honoured tradition that dées back to invocations of the hde) the writer positions

8Z us 0OA ¢ « Z8 W HIZ E 3Z v -« JveSEN 8}E }( o VPP P [X dZ]-

adopts the epistemological view that the writing and the writing process are smarter

than the writer. What is written holds the cluaghe new associations to what will
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be written [where the poet]no longer seeks to consciously control the outcomes of
his/her poetry, choosing instead to be receptive to what may come along, and thus,
positions the act of invention closer to a pen-the-pagemoment of praxis as
opposed to the more trditional view that writing discreetly follows thinking. (2011:

17)

dZ]e Z% Vv }v §Z % P [ *CeS u } ¢ ¢ E] SZ }u%}*]S]}v o SZE
resonance, where it is the very act of writing that brings the poems into being.
Narrative resonace also allowed me to write whole stories in compete sentences,
without the abrupt and often destabilising moments from the archive that were present in
the other ways of making. This was important to me, for, as Peter Middleton writes, the
legacy of postsucturalist ideas might mean that undisrupted, connected sentence making
is viewed with suspicion by political poets, but in working with marginalised groups such

poetry can alsobeviewess ZE | o0 *3E 3§ PC (}JE & 3]vP }dd S3]A

(V513

make no claims for my poetry to be radical, but the argument for my work to be readily
understandable is partly political. Narrative resonance was developed in concert with

anxieties over lyric positioning and the authority of the archival materiattmearing the

contemporary, small, less celebrated but equally vital stories on contemporary Cornwall. It

]+ *SCE& S PC 3Z SU % E} eep 0o0oCU S| e« uC Z/[ (E}IuUu §Z (]v]eZ
Z }Ju%e}e]l]s Z & S Ee<[ (E}u (@pearchiye; thevtouri%t the local) allows

for an intimated, structural polyvocality that, nevertheless, gives the reader/listener one

ZA}] [ 8} Z EIE X /& ]+ 0} 3Z u}+8 *}%Z]+*8] & +8E &8 PC &,
once more with Wirtz whalescribes the learning, and then sublimation, of the craft of

writing as tacitly informing the receptive stance (2011: 19).
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The decision to remove the top part of the pogim which the most obvious references
from the archive were to be found, worllecreatively and satisfied me artistically, and yet |
was concerned thatwas erasing the archive fromew. | knew that the Boulton and Watt
material was fully present, underpinning the existence of all the contemporary composites,
much like the historpf Cornwall and its people had been affected, changed and
underscored by the contents of the archive. However, without the actual lines of the letters,
| wondered if | was doing the archive a disservice. To explore this, | turned once again to
fellow poets For example, the archives used by Alice Oswald in her compositideridnd
Sleepwalk onthe Seven | v} }JA ES %% E v § ooW +« Eu+*3E}VP v}
the archive the poem itself produces of the various places of, and events that hare tak
place on, the riverDartis not concerned with using memory as a means of storing the past
]Jv vCS8Z]vP & « u o]JvP 3§}5 0 }JE *pEA C o0 (}EU[ ~T11OW (b
thesis, where the poetry written does contain the past but not imnagely, contained by a
poetic strategy of building on the archive but privileging the contemporary stories in
transmuted form.

| now turn to investigate the fact that, through narrative resonance, | produced poetry in
which both the archive and the ntemporary story were altered, sometimes beyond
Juu 18 E }PVv]3]}vX 08Z}uPZ 13 ulPZ3% « u } Al}pe 8} Jve]led u%:
Z & u s3] (] 8S]}vv}oee3SZvVv %0 CU v ]3¢ % | EU o]l Z E
creation of wordson§Z % @E]vS % P [ ~ }JA GBU 1iidW TiieU §Z SE veuyp
examined, for within the framework of academic research, | am aware that such alterations
are problematic and the writer could be accused of falsification. Concerns of this sort are

evident inthe verbatim works produced by the social scientists working with poetry, which |
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examine in the methodology chapter. My answer to this is-fald: first, in terms of social
science, and second in terms of art.
Lanham et al (2010) consider whattias contribute to the perception that research has
been carried out at a trustworthy level of rigour. They ask whether this trust is based upon
ZE]P}E}ue u SZ} }o}PC v Vv 0Ce]e %o E} HUE [ }E& SZE}uPZ SZ
}(sZ & « @A1Z4E.[As aresearcher, | strive to keep my methodologies clear,
detailing research frameworks and subsets in order to offer a full account of a practice. In
terms of experience and credibility, | have also developed as an academic by offering my
work for scrutiny in the arenas of academic conferences and publication, and by organising
§Z Zt&]S]vP }luupv]S8] [ ]JvS & ]* 1% o0]v €EC }v( & v ]v :poC 7]
attempt to create a forum for academics engaging with similar struggles gemehbsteny
own methodology and practic®.
| have also developed as a poet, and reflection upon this in terms of academic credibility
seems to result in a paradox. The more confident and artistically sophisticated my work
became, the more the sources weatered. One rather simplistic explanation is that the
rigorous process is an authentic one, and the authentic artistic process must be permitted
the alteration of its material, just as the painter must be free to mix the base colours in
order to work sucessfully. Furthermore, the poems are accessible in their stories, but they

are not presented in the form of stories. They are poems, and, as Barnie (2013) asserts:

& 0¢](C]JVP % Ee}v 0 A% E] v ]Je AZ § %} SEC ]« }us €Y

be true and it doesn't matter how far they distort or diverge from the lived

38The call for papers fdriting Communitiess includedin the appendices
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experience. Plato was right that poets are liars, but they are inspired liars who lead

the reader to perceptions beyond the limitations of the self. (2013: 60)

In considering myoetry as acceptable, purposeful and recognisable lies which seek to

move individual perceptions of landscape outside/beyond the vehicle of self, | find that | am

once again moved to point out that the work created by these alterations is neither

removedfrom the archive nor from the landscape. The poetry is a synthesis of materials.

The materials are present in the resulting work. As Plumly confirms on the necessity for

Ju SEPSZ Jv 83Z A}EIW Z€% <} &« vv}s u | fom]vRemMp%B X W} S

memory; from matter that cannot be changed, only transformed; from the rock of fact that

UC Je %% EU A v3p ooCU us 32 8 vv}s Aloo U }us }( Z v
| will now offer descriptions and further thoughts on the two majeadings | gave,

Z"AS u%e Vv "S}E] e[ § <]vP A & D]Jv U v Z (( 8« }( vP]v ¢

and show how the selpublication of the poetry from these events became an essential part

of my creative practice.
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Readings

Figure 8: Poster for Stamps and Stories

Figure9: Poster for Effects of Engines
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In manyways,the researchactivitiesundertakenfor Z W} an@lig Archive[canbe
consideredassustainedconversationln order to further this exchangeof knowledge | held
two readingsof selectedpoems:Stampsand Storiesat KingedwardMine, Troon,and
Effectsof Enginesat RoskrowwWind Farm.Thesereadingswere organisedasawayto
publicisethe Boultonand Watt letters andto return the poetry to the landscapeof
Cornwall.Theywere alsoa chancefor me to expresamy thanksto the Bodiesoverthe
Tamarwho haddonatedtheir time andexperiences.

After eachreadingl invited feedbackirom the audience hot only to geta senseof the
work greceptionandimpact,but to ascertainif there wassomethingl had missedin the
projectgdirection asawhole. Theresponsesaswill be further examinedn the sectionon
publication,resultedin the selfpublicationof two pamphlets.However,| will first offer brief

descriptionsof eachreading.

Stampsand Stories

Stampsand Storiestook placeat KingEdwardMine Museumon the 18" August2013.It was
attendedby approximatelyforty people,with agesthat rangedfrom aroundtwo yearsold
to peoplein their seventiesThisnumberwasboostedby the volunteersat Kingedward
mine, their partnersandfriends,the majority of whom had not known of my researchor
beeninterviewed.Thisisimportant to note, becauseheseindividualswere perhaps
interestedin Cornishmininghistoryandits representation rather than poetry. Tocapture
this, my feedbackform askedif the respondenthad attendeda poetry eventin the last six

months.Onlyfive of the respondentsansweredyes.
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FigurelO: Stamps and Storieg King Edward Mine

Stampsand Storiespresenteda selectedbody of poetry in dialoguewith the material
realitiesof mineralprocessing KingedwardMine Museumhousesminingmachineryfrom
the previouscenturiesalongsidesquipmentandtechnologysavedafter the closureof South
Croftymine. Eachmachinehasbeenlovinglyrestoredby volunteers,andwhensetin
motion the mill buildingbecomesa placewherevibration, water, metalandwood work
together to separatetin from rock.

Avolunteerat the museum Nigel,generouslyand capablyactedasour guideandmy co-
performer.Hispresenceasan ex-miningengineerand museumenthusiast,gavefurther

weightto the poetry finterweavingof persoral experienceand miningtechnology.The
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readingbeganwith the runningof the stampsthe hugemachinethat breaksopenthe ore
by smashingt betweenmetal. Therunningof this machinesignalledthat the mining
museumspacehad becomea spaceof performance,with its fearsomesoundand rhythm.

In the significantquiet that followed, | readmy openingpoem, Z* § weHdStories| which
isbaseduponthe actionsof the stamps,crushing refiningandre-formingthe contentof the
interviewsand |etters. Then,aswe movedasa grouparoundthe mill, Nigelgavean
explanationof the equipmentg function, runningeachone for a shortwhile beforel
continuedwith my readings By performingpoemsbetweenthe explanationand action of
eachmachinel hopedto further encourageconsiderationof Cornwallg miningheritageasa

basefor contemporarylandscape=xperience.
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Figurell: A lesson on the Stamps

| felt it wasimportant that other voiceswere representedalongsideNigelk. With their usual
generosity,CornwallRecordOfficehad allowedme to take an archivalmanuscriptfolder,
paleblue and securedwith aribbon. Into this | placedmomentsfrom the interviewsand
archive,printed clearlyon thick paperto suggesthe presenceof the Boulton and Watt

letters. Then,in the spirit of interactivity andinclusivitythat wasdesignedo remindthat
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thesewordsare not mine, | askedmembersof the audienceto selecta pageandreadthe
words.Betweenreadingsand machinerygrattle, the shakirg table f motor, the soft creak
and sweepof the buddlebrushesdifferent throats andtonguesaddedtheir motion to

speakof mining, of landscapepf emotion and physicaleality.

Figurel2: A participant lends his voice toetlheading
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Figurel3: Nigel speaks of the mill control panel

Thereadingclosedwith deliberationsupon a defunctmill control panelfrom SouthCrofty
mine. Thispanelwasdeeplyfamiliarto Nigelashe had workedfor the mine asa
metallurgist.In hisexplanationof the panelg function he addedhisown story, and prepared
a spacefor my final poem,in whichavisitorto the museumnoticesthe paneland questions

its quietnessagainstthe rumoursthat SouthCroftywill be re-openedassoonasthe price of

tin rises.
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Figurel4: Final poem

After the readinghadfinishedl invited the audiencefor somerefreshmentsduringwhich
they hadthe opportunity to leavecommentsor questionson the work. I indude just two
below, asthey demonstratethat the performancewasseenby both the localandthe

tourist, andthus wassuccessfullyeturned to representativef the BodiesOverthe Tamar.

Althoughl am veryfamiliar with KEMbeingthe wife of a volunteer | still found myself
lookingat it with differenteyes. enjoyedthe interactionof poetryandinformation,
andthe fact that the inspirationfor the poetry camefrom the presentaswell asthe

past,and from morethan just the miningscenariol thoroughlyenjoyedit.
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| felt this wasan imaginativeway of presentingyourwork. Enjoyedhe contrast
betweenheavyindustry/cerebraboetic;loss/visionof future. Asa personjust visiting

Cornwalll enjoyedthis insightinto the industrialpast. Thankyou.

Effectsof Engines.

EffectsOf Enginegook placeon Saturdayl 3" Decembe2013at RoskrowBartonWind
Farmin Penrynandon the FalmouthUniversityCampusWith generousassistancend
enthusiasnfrom Regpoweff site maintainerSophie the whole event wasintendedto take
placebeneaththe two turbines;however,the wind wasexceedingexpectationsandit
becameclearthat the poetry would not havebeenheard.Consequentlythe event
attendeesspentthirty minutesexploringthe site before beingreturned viaminibusto
FalmouthUniversitycampusfor hot coffee,cake,and poetry. Fortunately the buildingwe
occupiedfor the readinghaslargewindowsfacingthe turbines,sothey couldstill be seenas
the poemswere performed. Thiswasvaluableastheir presencesupportedthe work g
themesof powerandrotation.

Thisseriesof poems,too, requiredanothervoice;however,this wasno longeran overt
attempt to representthe presenceof othersin the work, but rather the opportunity to
highlighta particularspeaker,TheArchivist.Dr KymMartindale had kindlyagreedto read
thesepoems,andsowe stoodin front of the hugewindows,turbinesbehindus,and

deliveredthe work dividedbetweentwo voices.
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After the readinghad concluded ] againinvited the attendeesto recordsomethoughts
onthe eventor projectasawhole.l includetwo commentsbelowwhichsuggesthat the

readingprovedsuccessfuin re-framingthe familiar, whetherlandscapeor historicalfact.

Theuvisitto the wind farm was interesting t althoughit is a familiar part of the
CornisHandscapeonerarely,if at all, getsthat closeto one.l enjoyedthe poetry

with the interjectionsfrom the perspectiveof the archivist.

| enjoyedthe combinationof beinginto the landscge andthe poetry, it helpedto set
the sceneandroot the wordsin place.Althoughl am familiar with the archive the
performancegavea newinsightinto somethingfamiliar. Elementsf the poems
transportedmeto pointsin Cornwallg pastandlandscapeandbroughttheminto the

room.
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Figurel5: Effects of Engines
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Poetry Press: ChickenBak Books

| will now detail the formation of my press,ChickenBakBools, andthe subsequenself
publishingof two pamphletsasan extensionof my project f practice.Aspart of the eventl
had preparedbrightly colouredleafletswith extractsfrom the poetry andareminderof the
backgroundof the project. Thesewere handedout aspeoplefilled in their feedbackforms. |
hadmeart theseasa gift to thankthe attendeesfor their time andattention, andwas
pleasedby the eagernes®f the audienceto take theseaway.Later,asl gatheredtogether

the comments,| noted that someexpresseda wishto readthe poetry at their own pace:

Wouldlike to readthe poetry published More pleased camethan expected Enjoyed
repetitionof somephrasese.g. Z E Jincessantly(the bit aboutbeactesv never

quite got that before.)Jrhankyou.

Verygood! Wouldlike to readthe poems!

Theseappealsfor publicationof the poemswere troubling, for | hadbeentrying to placethe
poetryin poetry magazinesnd peerreviewedjournalsbut with no successAt the time, |
believedthis had somethingto do with the work f specificity yet had not consicered self
publicationasa feasiblealternative. AsWheale(1992)notes,smallpresspublicationsoften
comeaboutwhen Z § @riting is of veryrestrictedvalueor interest,andit rightly remainsa
localactivity [(10).My projectwasbasedin ideasof the local,andin trying to publishmy
work in establishedournaland academigublicationsl was,perhaps,doingmyselfand my

poetry adisserviceFurthermore,in the 2000Arts Councilreport on poetry (Bridgwoodand
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Hampson2000)onerespondentnotesthat it isimportant to them that the poetryis made
availableto be readafter performance, Z LK isnot alwayspossibleto understandit all
straightaway € ¥ fn thinkingaboutone line whenthe nextline isbeingreadandsol feela
senseof frustration andit fimportantto gointo it more deeply| | thusbeganto understand
that the opportunity to read (andre-read)the poetry waspart of its purpose,where
meaningandrecognitioncoulddevelopovertime, just asa senseof landscapeownership
developshby repeatedinteractions.

Besideghe positiverequestfor the work | alsonoted commentssuggestiveof something
more serious:that by readingthe work at the museumandwind farm, the settingsand
performancedecisiongnight actuallyhaveovertakenthe effect of the poetry. In away,
eachpoemhadbeendeliveredwith mininghistoryandthe Cornishandscapelreadyfully
present.Indeed,one couldarguethey hadbeenco-readers just aseachreadinghad

includedvoicesother than mine. I include two examplesrom the feedbackcommentshere:

Enjoyedhe differentvoicest couldyoudevelopthis further for performancet or/
publication?Alsoliked hearingthe technicalsideof the work andthe visit to the wind
farm. Asan eventthis workedwell asit broadensaccesgo technologieghat

surrounduseveryday.

Reallyenjoyedit, thanks.Canseehow it would haveprobablybeenmore powerful

for youto dothe readingup at the farm. Wouldlike to havethe chanceto readthe

work at my own paceas well.
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Thisproblemcanbe dealtwith by a superficialreasoningmy researchquestionasksif
poetry projects,rather than simplypoetry, canpromote knowledgeof landscapéheritage.
Theproject, therefore,includesall researchpracticesjncludinginterviewsand
performance However reflectinguponthesecommentsl beganto considerthe readingsin
termsof SpeakeiPoet,and askmyselfwhether offeringthe poetry on the page,rather than
in supportingsettingsand without my physicalpresencecouldbe a valuablefurther
developmentin work that hadtried to be somindful of the politicsof authorialvoice.

In workingthroughthe ideasof lyric coveredin the sectionon methodology,l explainwhy |
washesitantaboutusingthe first personin the poemns. Yetthere is alwaysa speakingvoice,
and,in performance that voiceis unavoidablyconflated with mine. Theaudienceat my
readingsmaythus havesharedWilkinsong experience: Z € o | « $0 pyhliPreadingsl can
rarelytakein muchbeyondthe spectcleof the poet andhisor her particularcadencesthe
gesturalrepertoire intimate with the lyric personal(2007:192).1t waspossiblethat Speaker
Poethadbecometoo effective,andwasin dangerof personalisingvork that wasmeantto
be polyvocaland more flexiblein its delivery.

PeterMiddleton providesa clearline of argumenthere:

A spectreis hauntingpoetry readingsThe » U S Z }Eenflom the text again
andtrailing ragsof the intentionalfallacy,claimsto be the originatingsubjectfrom
which poetry isissuingright in front of your eyes.At mostpoetry readingsthe author

readsthe poetry andfirmly occupieghe first person.(2005:33)

Offeringthe poetry aspublishedwork, not only to thosewho cameto the readingsbut also

to otherswho becameawareof my work after this phaseof the projecthad ceasedallowed
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the poetryto be readwithout the intrusion of my physicalvoice:my own accent,a mix of
my hometown g EstuaryEnglisranda more deliberatereceivedpronunciation aswell as
the breath patternsandstressegpeculiarto my own senseof the lines[meaning.Middleton
goeson to arguethat the performance with its physicalspacewhich hasits own history,
plusthe physicalityof the readerthemselvesadds Z ( p (Es8dartictracks[to the work
(2005:34).1 wasnow curiousasto the differencein receptionthe poetry would receiveas
printed matter, without these Z semanticS E Refdlingthe poetryin amore
personalspaceandat amore personalpace,l hopedthat the readerwould feel a
connectionto the work. AsSpeakeiPoet,| had spokento thosepresentat KingEdward
Mine and RoskowBartonWind Farm;now it seemedfitting to explorethe ideathat Z€ -
poemon the pagespeakdo the listeningmind [(Oliver, 1994:29).

| thus decidedto selfpublishthe poemsfrom the readingsunderthe nameChickemeak
Books.Thenameis derivedfrom the pronunciationof Falmouth(i.e. fowl-mouth), a running
joke from family memberswhen | beganthe PhD for, asWhealewrites, Z € Soridly
opulencewhichsmallpressesand magazinesraditionally allow themselvess their names|
(1992:9). Thetitle of my pressthuslinksmy personalhistory and practicein Cornwallwhile
alsobeingadesignationl canuseto publishfuture work oncemy writing about Cornwall
hasreachedits conclusion.

Toachievepublicationl taught myselfhow to uselnDesigrpublishingsoftwareand
beganexperimentingwith different typesof handmadebooks.Accesdo paperandcard
becamevital asl practisedmy bindingtechniquesand sufferedthrough (mis)printingof the
poetry. JonatharBatesuggestshat Z d @rice of art isthe destructionof a livingtree. You
canf havemusicwithout deadwood. Youcansinga poemto alocalaudience but you

cannotdisseminatdt more widely € Yirithout paper,papyrus.electronicreproduction
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deviceor someother mediumwhichhasrequiredthe workingover of raw material [Bate
2000:92). Asl wasmakingmy books,| realisedthat | wasindeedworkingover raw
materials,and assuchdiscovereda physicakesonanceo the way| hadformulated my
approachto this projed. | had pilesof pagesfor materialthat neededto be sorted,and
organisedmy repeatedactionswith tools (needleinto paper,sewing,cutting). My table
becamea processinglant, producingpoetry asphysicalobjectto be sentto interviewees,

givenout at conferencesandleft at coffeeshops,on busesandat heritagesites.

Figurel6: Stamps and Stories as a haraite book

Thisinterweavingof pastandfuture, materialand meaning,accentuateshe poetry g
interweavingof letter and story, archiveand present.Bymakingthesebooks andleaving

them places | couldoffer the storiesback,for thosewho wantedto hear them, without the

172



pushof my presenceThistime, | did not pressrecipientsfor feedback(althoughmy details
areon the insidecover of the pamphletsshouldsomeonefeel movedto comment).They
were a gift. Nevertheless| wasfortunate to receivefurther thoughtson the poetryin
publishedform. I includehere someof the commentscollectedfrom participantswho

receivedthe books.More commens are collectedin the appendicegpage258).

Thesite sort of gaveclearlinksandthat wasa bit distancel from the letters. The
poetrybookfeelscloserto the letters, perhapsbecausahey are all on paper?It Elike

the wordsare moredirect, like correspondencédt f a differentexperience

| wassurprisedo seethe word countyv | remembered/ousayingit at the time and |
knewthere would be somepeoplewho didn't like it, but in the poemit fmore

obviousthat thisis Boultonand Watt | suppose.

Whenl heardyoureadit youhadyourown rhythmsand pausesand way of saying
things.| rememberyoumade a fist and gesturedthrowing alongwith the wordsof
the poemandwhenl readthat againl rememberedt andit madeit moreforceful.
[but] mostlyl couldnf remembera lot of the poemsandwhenl wasreadingthem |

foundmy own little favourite bits, like the Trevithickpoem.

Reallyusefulto seethe shape/form- sol couldtry to find out what wasarchiveand

what wasletters.

173



| likedreadingthe first poemagain.| understoodwhat washappeningwith it in the
performancebut it wasgoodto pickthoseup againandfollow themthroughthe

poems

| think | wrote on my feedbackhat | would havelikedto take awaythe poems.
Perhapd wouldnf havethought of askingfor them but yougaveusthoseleaflets
andthey hadthe wordssetout nicelythat | wantedto seehowyouhadarrangedthe

restonthe page.Andl wantedto readthemagaintoo.

| couldseethe shapeof the poems.I couldtry to find out what wasarchive what was
letter v like in the Stampsand Storiespoem,how they wereworkingtogether, getting

mixedup.

It Ereallyfor me,what | like, havingthe material thing. | lovebooks,paper.Words
and letters. Without a recording[of the reading]the artefact meansl canreturnto it.
Thereadinghadits clearlinksbecauseof wherewe were,and wasmoredistanced
from the letters. Thepoetrybookfeelscloserto the letters, becauset is paperand
words.Thereis more of a directcorrespondencdt f a differentexperiencel feellike
the performancewascloseto the mining history,with the machineryandthe direct
mentionsof Boultonand Watt, but the booksfeel definitelycloserto the archive,and

it bringsme with it.
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If I had hadthe booksafter the readingsl would havegonehomeandreadthem
straightaway. | likedguessingat what wasarchiveand what wasmodern.Yougave

uscluesonthe page.It waslike a treasurehunt.

| foundmy ownwordsin the poetrywhenyoureadit andl am sopleasedo have
themwritten down.| think | havefound myselfagainin someof the otherideas.Only

youand| knowwhat we saidand| think that Elovely.

It wasgoodto readthe poemsagain,to seethemwritten downandthe way they sit
onthe page.It makessucha differenceto readthem after hearingyoureadthem.
Thebits yourepeate, bits about rain, | seethem andrememberthe reading.l have

founda lot of newideasin the poemsnow | canreadthem.

| had fun onthe trip to the wind farm but the mining performancewasstronger,for
me. Butl preferreadingthe enginehousepoems.Theywork reallywell onthe page.
Yourquestionsabout feelingmoreconnectedo Cornwall.l would probablyanswer
that more stronglynow. Becausé canseeyour connectionsandit makesyouthink,

doesn'tit.

It is noteworthy that commentsreturned after publicationwere more detailedthan those
left after performance for it makessensethat the ability to readat leisure,andto offer
thoughtson the work without beingrushedbetweencoffeeand cake(andwithout the poet

standingat their shoulder)allowedfor a more thoughtful response.Thesecommentsshow
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that peopleappreciatedthe handmadebook, andfelt they couldget closerto the poem§p
languageForexample there isa queryaboutthe useof theword Z } p\@whichisa
contestedword from a Corni ethno-nationalistperspective However this word was,
indeed,extractedfrom the letters of Boultonand Watt, andthe judgementbetweensource
and subjectis well made.Furtherto this point, the ability to seethe poetry fform, including
line breaks,seemsn somecasedo havealteredthe receptionof the poems.Forexample,
one commentsuggestshe poemsbecame Z o altreasurehunt [ asthe readerdecided
whichlinescomefrom the archiveandwhichfrom interview. Assomeof the poems
performedwere written by the processof narrativeresonanceeither sourcewould have
beenharderto identify; however,other poemsare built aroundmore obviousinclusions
(often markedby a word f orthography)that might haveprovidedsomepleasurewhen
spotted.| had not anticipatedthis styleof Z pv %o | [ bhvie contrary,asl hadbeen
workingtowardsa method of smoothlysynthesisedourcematerials,it wassomethingof a
surprise.Yetl found reports of this type of engagementwvith the poetry gratifying,for it
meantthat theseparticularreaderswere awareof the archiveasthey read,and| couldthus
hopethat suchextendedconsiderationof Cornwallg pastwould not only enrichthe
experienceof readingthe pamphlets but alsocontinueto haveabearingonthe Z Ewondd [
of the Cornishcontemporarylandscape.

| will endthis chapteron practicewith afinal point. In the commentsaninterviewee
expresseleasureat the recognitionof their wordsin the poetry. It is a fact that only this
particularBody Overthe Tamarand| knowwhat wasdiscussedswe walkedthe mineral
tramway,but | would hopethat poetry from that conversatiornis more resonantandthus
recognisabldo all Bodieswho heardor readthe work, whether Cornishjivingin Cornwall

or avisitor: thiswasanintention of the poetry and a drivingforce behindthe development
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of narrativeresonancel will now offer my conclusionsincludingfurther thoughtson
whetherthe poetry succeededn the taskof promotingcritical considerationof Canwall

pastandpresent.
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CONCLUSION

« Z o v «Z}AvU ZW} SEC v $Z € Z]JA [ Ju% E]e » $A} v E,
strands. The primary strand concerns the writing of poetry. The poems collected for this
thesis, and many otrs not included here, strive to represent Cornwall in their use of
archive material from the Wilson Papers, further historiographical investigation, as well as
contemporary narratives gathered by interviews, observation and my direct experience of
livingand working in West Cornwall for four years. These poems have been presented in
performance, exhibited as static presentation, and disseminated as printed material that, in
the guise of a gift, was actually payment to those Bodies Over the Tamar who Glogve
walk with them, question them, and experience life in Cornwall with them. Selected works
Z A v }(( & | 8} 3Z Juv3EC 3Z § Jve%]E ]85 v Z A Ju
formulations, part of the deconstructed archive.

The secondary sind of investigatiorwas toask | ( %o} SEC % E}i Se ep Z o ZW} S
§Z € Z]JA [ & pe (po (JE 83Z % E}ul}d]lv }( E]3] o }Av E<Z]1%
heritage. It is to this question | will now turn: I will first critique and reaffirm the use of
poetry for artbased community engagement projects. | will then offer selected participant
feedback, not agvidence that the projegprovided or captured any lasting cultural effect,
but that the work throughsubject and affectpoetically engaged witltonsideration of
Cornvall as a place whose landscape is constructed by tleetsfbf its practical past and
the continued interactions of all Bodies Over the Tamar. Leggo (2008) insist& that Z

A op 3]}v }(IviAo P Pv E S v %} 8] & - @@aisAJoo Jv op
consideration of the resonances that singojt§Z A}Eo [ ~> PP}U Tii6W i6ieX

Consequentlyl arguethat the question of whether this project promoted a critical
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understanding of Cornwalle o v« % v Z E]3 P }po bykdllectipveA E
responses to its poetic outcomes, but by a wider consideratical of thepoeticactivity
that brought the poetry into existence.

| thus begin with a defence of poetry, particularlyaasart form that has much to offer
communitybased projects. Workam be generated relatively quickly with no need for
specialist equipment or additional personnel. Because everyone with a basic level of literacy
has the capacity to write poetry (and even those without it can work within the spoken
word genre) itisalsepu]d o (}E %P 0] A}EIeZ}%eX &}E /£ u%o0 U -+ %

E ZIA [/ v vuu E }( * *]}ve AZ E /| % E}A] E Z]A u &

exercises. The participants varied in age and ability, drawn, as they were, from two schools,
a publicevent at the Cornwall Record Office, and local poetry groups. The different levels of
experience and expectation made each session a new challenge and, as the selected
feedback below suggests, succeeded in its aims of promoting the archive and wider

thoughts of the Cornish landscape:

Formulating glimpse of Cornish history from a different direction. Although not a

poet[l] will certainly be inspired after today.

To reach different groups in Cornwall is necessary + desirable to use different access
approaches. There is already quite a powerful body of visual and aural/oral art in

Cornwall buwordsin poetryrather than song are, | think, the missing art form. And

§Z CZAl E §[]v 8z & E AZ] Z ]+ %}A E(po A C 8} o]v
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Thus, a the feedback comments suggest, poetry can bring its power to resonate across
political or experiential divides. It can offer moments from a life contextualised not only by
factual information but by judicious use of imagery and form. This is the redsothe
continued interest in poetry research by social scientists, as examined in the methodology
chapter of this thesis, who identify the potential hybridity between the practices and crafts
of poetry and those of ethnography (Maynard a@dhnmannrTaylor 2010). For these, the
capture of a thought, moment, or point of view in poetry can be a fruitful extension of
lifewriting.

Furthermore, the unpredictable reception of the poetry once written also offers the

researcher new sites of interest. For exale, in her argument for poetry as a way for

geographers to create wodd E]S]vP 3Z 8§ o0 Vv e Z% **]}v Vv %}0]3] *[U

C

Jus 8Z 8 %} u o0o0}Ae (JE ZZC E] U upod]%tbotrehypos v }ue Jvs

different people and the samegpson (re)interpreting a poem differently at differetines

v Jv J(( E v&BooP WY[TIiOW i0ieX dZpue §Z P }PE %Z EJ[-
place add a new layer of understanding to a truth poets have always understood: that,
unlike in performane, we cannot control when, where, or how a poem is read. In my own
case, once the books 8tamps and Storieend Effects of Enginesere distributed, they
A E }u%o $ oC }us }(uC }vEE}oU v A E o (5 38} A}EI

experience®f the Cornish landscape. This is appropriate, for, as Stephenson makes plain:

All who would initiate change on a community scale or seek to galvanise individual

and social learning must confront an awkward, if not embarrassing, fact; that they do

not (and should not on grounds both of human dignity and individual freedom)

180

E

}vs A



control how others behave in response to their aims and actions. (Stephenson, 2007:

90)

*%]S SZ + o0 Jue (}JE %} SEC[s *pu]S Jo]SC (}&E S$Z]* SCh% }( }
may be argued that any advantage is reciprocal. The Arts Council have commissioned
reports into contemporary poetry, which, although now some decades old (1996 & 2000),

« (E] % E} 0 U A]SZ %} SEC[* Ju P 8Z § ]eU Jv uC A% E] v
peE %oS]}v }( %} SEC + ZPo}}uCU JEE o A vd v ((u]vs§][-~D

v }( JvP Zu]v}E]SCU o0]S5]*S JvsS & *SU v}S «}u SZ]JvP SZ P v G

(Bridgwood and Hampson, 2000: 109). These views are encapsulated in the cdm&édnZ v
% }%0 Z €& $3Z A}E Z%} SEC[ $Z C Juu ] 83 0oC Z+A138 Z }(([[ ~
2000: 109), which is a sentiment | have encountered many times, in my pursuits of both an
academic and a personal poetic practice. In considering these comnterds, be shown
that communitybased poetry projects provide an opportunity to counteract these views
and demonstrate poetry as a more enjoyable and accessible venture, as | will now detail.

First, | do not mean to suggest that the requirement for the} SEC[e* Vv s}
accessible and enjoyable should override the authenticity of thetartendeavour. As
ZW} SEXZ vE Z]A [ ]+ (pv % E}i § S} %o E}u}lS % ES] po E
expressed some initial concerns to my supervisory team thaisl being expected to write
§Z Z%} SEC (}E S}pE]Jeu[ E]S] 1 C:}1 "}JEP ~TiiieX /v Z (
poetry has been used to romanticise any controversial aspects of a location and warns
against the commercialisation of placeandkp P $Z § PJA « E]s 3} Z}A E+]Ju%ooO
% E}e E]%S]Iv v tuu} J(] S1Iv[ ~TT1iIW ifeX dZ]s ]* % ES] pHO
Cornwall, as has been noted in other research: in a 2010 AHRC project examining writers
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and place, one participaromplains that writing about Cornwall can be seen as trite,

He ]38 ] Ze} pv]cp v <} rdcec®oldhniuirg, 2010: 410). Following this,
hethen] vS](] V uv ¢]® WwEE E] S]}v[ ~ ®utra, 20102410)
aspect to his ieative work, which he then strove to excise.

However, myenquiryinto the historical meaning and everyday practices of the Cornish
landscape required more than a polished, tauide view of beaches, pasties, and cream
teas could offer, and insteagkts out to be celebratory in its inclusivity. This inspired poetry
§Z S u]PZ8 Z A ZPo}}uC[ *% &8¢ ~ep Z e+ }v Eve }JA E }EVA o
written in response to authentic sources.

Iv }ve] E]JVP 83Z % & % 3]}v }(ulw}ss[E-CAiEihiglas), ke to
mean considered mainly a female interest) | remind the reader that my status as a female
poet and the gendered inflection this brought to my work has already been examined in the
section on positionality. | concedbat, although different genders were represented in the

H]lv (JE& Z*"S u%es v "S}E] [ v Z (( S« }( vP]v ¢[U §Z (
there were more women than men (and only two who preferred not to identify themselves
in these binary terms).

It is, of course, impossible to know whether more men would have attended, for
example, a theatrical performance or an exhibition of visual art based upon the same
sources used for my poetry: but my suggestion that commuindtyed poetry projects
provide a route through such perceived barriers includes those constructed by received
ideas of gender determination, and is supported by the feedback forms. These show that
most of the attendees, of any gender, had not been to a poetry event in the lasiosiths.

This indicates that direct involvement, or the involvement of family and friends, in the

% E}i S[« E « & Z 3S]A]8] e+ Vv IJUE P §§ v v § v Avs sz
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Ve V epv ¢]JE 0X *}v uv~P 0i=+ AZ}*"SE®] *[Z"5 U%o~
Juu v W Z/ uPo [/ u Vv % ] ooC <} e]v [[A Puv 8} GE
Hv Ee+S v JvVPX[ dZpue* ]S v Z}% 8Z § 8Z epu oo }( ep Z A VS
enjoyment, might help dispel some of the negative vi@eysand excourage interest in,
poetry.

| will now move to close this thesis byamining some of the feedback provided at my
events and from recipients of my chapbooRsit first, a reminder. This project's knowledge
is poetic. This is not a work of sociolpgyen though | use an ethnographic framework to
describe my interactions and aims. It is not a work of philosophy, even though | madé use

EE] [- JveSE N $]A  33]3p o v % Z viu vio}P] o u S$Z} }o]
Merleau-Ponty. And it is not a wé of cultural geography, even though it shares many
hedges with that field, finding inspiration and permission from the cultural turn of academic
enquiry into how human interactions shape the landscape. Donnelly (2013) states,

Z€lev}iAo P AZ] Z ]C SQU]®E 3S]A AE]S E S$ZE}uPzZ Z & AE]S]v
difficult to communicate in the often narrowed essential ideal of quantified scientific
analytical methods and measurable outcomes generally associated with traditional

u] €& « & ZJly;-20108v123)Because of this, the following closeading of
feedbackshouldnot be readasa qualitative assessment of results but as further reflections
upon my creative practice.

In the feedback | received throughout this project, | was forterta have some very
enthusiastic responses. Many people wrote that they enjoyed the poetry and the

performances as artistic expression and local cultural event:
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S EC « ve]3]A 0C Vv %}A E(pooC OoJ]A E X =« C]JVP ZK%o Vv

theywioo ¢« SZ %] SHE _X z}u }% v uC Z E&S o0]5S0 8§} C

/| Z 0]3%50 Jv8 G 3 ]v }EvV]*Z u]v]vP A v §Z}uPyEs/[A o]A

but now I find myself absolutely fascinated!!

Such responses are, of course, gratifying to any aHigwvever, the need to operate within
a critical framework led me to design a questionnakg3Z  (} pe p%}v $Z A}EI[s E]
reception as a way to refine the poetic processes | was designing for each stage of the
project3® ¢ : vv] p@EvV o - [iRddmMeSoficlltda) action cannot be guaranteed:
§Z E ] v}8Z]vP Jv A]S o }us 8§z S1}v }( ES }v % }%o0 [ ~ M
was provided for further comments and complaints. | will now look at three pieces of
feedback in detail.
Th (JE+3 }uu vs / Alez 8} /£ u]lv A « }(( E (83 E 83Z % E(}E

ANEYE] o[X dZ]e %o ES] 1% v AE}S W

/I }v[s§ ( o u}®&® }vv § 8} 8Z %o *SU [/ SZ]JvIX tZ § «SEU | u
present day statements around poverty, politics, identity that really struck a cord

[sic] and was worth saying and rarely said.

| am aware thatthefE ¢S « v&§ v euPP 3« 32 § vC A] E ] }( SZ %o} ¢

effect (Jo X +%]& uC AYEI[s pe }( §Z 1Ipod}v v t &% o 8% E-U

39 A copy of this is provided in the appendices.
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elements of Cornish mining history, the participant did not feel more connected to the

Cornish landscape in terms of its industrial heritage. However, it should be noted that the
audience of Stamps and Stories comprised many people whose interest in menitagé,

when not part of their employment, is certainly more than a hobby, with attendant social
PE}u% U A v3e Vv %pn 0] 8]}veX /8 ] 8Z E (}E %o}ee] 0 5Z § ?
understanding of the mining past of the Cornish pwstustrial lardscape is already at

saturation point. If this is the case, this renders the latter part of the statement more

Aopg o0X «3Z v u%}E EC v EE 3]A« AE ZA}ESZ - C]vP
surprising in their content but familiar enough to havecbee a kind of cultural background

noise, it can be argued that the reframing and presentation prompted this moment of

recognition. Poverty, politics and identity are interwoven in the poetry to resonate with the
experience of Bodies Over the Tamar, anthdwe them strike a chord (a metaphor of sound

and resonance) is thiatended purpose of the poetry, and thus this feedback helped

support the processes | was working with at that time.

The next comment | will examine states:

| found the poems comted the Cornish and mining history/heritage and landscape
with the present day as well as looking at the future and current issues. | learned
more of the mining past of Cornwall and gained an understanding of Cornwall
through the poems and words and exigmces of the people at the mine. Today |
experienced how the landscape of Cornwall and mining are interconnected + how the

people of Cornwall (Cornish and visitors) link + connect to both aspects.
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This piece of feedback indicatisat this participantwas sensitive téhe effort of synthesis
in the work andto have them comment upon the interconnectedness of all Buglies Over
the Tamar igspeciallyhearteningd ¢ ]S cuPP «Se¢ SZ enhfidcedkedps @orkéd
The final comment | wish taxamine is from correspondence with a participant with
whom | had walked the Devoran to Portreath tramway. While writing with a request for
more copies of the poetry books, she took the time to tell me she sz sewalked the

tramway, writing

The budings tell a different story every time you visit don't you think.... sometimes
they are in sunlight and you can imagine a busy day in history and it all working and
then sometimes on a grey day they strike your heart that they are now really a thing
of times gone by and have such a significant footprint in our lives... | hope the
buildings last for many generations to come and that your poetry and books etc., last
for many generations to come and | would love to be able to leave the poetry you
give to mefor my future grandchildren with a little note from yourself inside, that

would be rather special wouldn't it?

Here, for my participant, this project has become another layer of her experience of the

Cornish landscape. A famityiented Cornish woman, h&ody Over the Tamar has made

other bodies, and those bodies have done the same, and the grandchildren are, in some

way, a further archive; one that synthesises genetic material and memory. Thus, as Susan
Stewart argues, it is in these material waysthit s EC ]« Z(}E P Jve&t (( u vSs

u @ oC (}J& ]Jv ]JA] p o ps8 (JE }luupv]sd] » SZEIUPZ 3Ju  « A o0]
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In examining some of these feedback comments, | have demonstrated that the poetry
Z+ S3]A S J(( & v *% S+ }JaVA E}BUY v B %0 fEVA oo Z]*5}C
landscape and the culture that is inflected by that landscapeerefore this work agrees
with previous findings (Matarroass, 1997, Kay, 2000) that arts projects can improve the way
people feel about where they livedZ Z]+3}@E] o Iv}Ao P v 8Z Z( o]vP][ }(
heritage were the aspects brought to my work through the Boulton and Watt archive, which
then functioned as a grounding source fayetry that reached forward itime and told the
stories of today. Hwever, whilel assert that artistic engagement with communities and
archives can engender a further sense of critical understanding of a place, and | repeat that |
do not make claims that my poetry healed any rifts, soothed any hurt, or gave any answers
to those who are seeking ideas of the future in a county that is troubled financially. Poetry
cannot do these things: poetry can be inspired, written, read and heard, but it would be
dishonest to take the positive feedback comments and use them to showrhatords

changed anything. As Leggo states:

Poetry is not a healing lotion, an emotional massage, or a kind of linguistic
aromatherapy. Neither is it a blueprint, nor an instruction manual or a billboard.
There is no universal poetry, anyway, only pa@rand poetics and the streaming,

intertwining histories to which they belong. (Leg§008:1157)

Iv 8Z]¢ %38 e+ E]%3]}v }(uC AYEIU / (]Jv 8Z 8§ 8Z Z+3E u]vPU
the action, the composition, and the hopddr resonance d SZ %} SEC[* o](t v (8§ &E
perhaps left for grandchildren, perhaps left to rot, unread, in the reamd in either case

now part of the expanded archive of Cornwall.
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My final point is one of consideration of the poetic project as a whalasking people
(}& S$Z |E % ES] 1% S]1}vU v ]Jv §Z A 0}%u v3 }( >]*8 v E W}
project provided thoughtful space in which people considered their ties to the landscape
around them. This might have manifested in the desire tonsknowledge of mining
history, or in locating their political viewpoints in terms of nationalism or as resentment
against the incomer, or incomer resentment towards hostility. It might even have found a
satisfying expression in the rejection of landscapé o 1 v 0S}P SZ €& ~ Z A %S]
the Stamps and Stories collectiggage225). The promotion of a critical engagement with
landscape heritage was, therefore, present from my first interview. Whatever was said, it
was the action of beingsked and then listereto that prompted thoughts of Cornwall
receptive, critical, affectionate, familiar or netrather than the promise of poetry.

Further evidence of this effect was found in the emotional turns, including tears, in the
interviews and workshops, geraed from stories around ownership of landscape features
rather than personal tension or unhappiness. The tears, as | understand them, were not of
sorrow, but an expression of being emotionally energised by having Listener Poet invite
conversation about Wwere they live. We all step on the same ground this way over the
Tamar, perceiving bodies in the same phenomenological field. However, having an
opportunity to be listened tot really listened tot by someone with no ostensible political
leanings, who assas you ofyour anonymity(andsigned an officialooking form to that
effect), gave rise to certain feelings and provided a space for their safe expression.
Therefore t and despite thebody of work the publications, and the development of a new
way of witing poetry between narratives perhaps the cultural value of this project is not
really found in its poetic outcomes; rather, the work has should be seen as a continuum that

began with the proposal, then moved through the levels of activity includitegviews,
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academic presentations and performances, and is even now continuing as part of the

expanded archive of Cornwall.

Personal Development as a Poet

Over the last four years my poetry hiasproved incraft and consideration.am proudto
call myelf a poet, and proud of the ark included in this thas. Furthermore the time
spentin Cornwallengaged in selfeflexive practice developed my (now strong) sense of
possessing eapable artistic fluidity that can move as the area of inquiry movesiowit
losing connection to the subject (be that person, place, object, concept) being questioned
by my poetry.

The process of practideased researcimvolvescontinual questioning, continual self
reflection and the prompt to be couggeous. It also deelops good working habitsstill
write every day: | may write and be dissatisfied, or | may venité delght, but | will always
write. This is becauseyrsense of self as an artist has expandelich isa direct result of

this considered engagement thi my own creative implse.

Poetry and the Archive

The body of creative work that notellows brings together disparate viewmts and stories

of what it islike to be in Cornwall, either temporarily or permanently, in these early years of

the twenty-first century. Poetry written from the Boulton and Watt archive and the

interviews makes no claims about the generation of community cohesion, but is rather an
FE% E o]}V }( *Z E }AV E*Z]% }( 8Z oV s % [+ Z]*3}EC
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toward a reaffirmation of Cornish identity and a bridging of the narratives of the tourist, the
incomer and the local.

| have argued that the very act of gathering this material, through the sustained attitude
of Listener Poet, prompted critical engagen®nA]3Z }EVA 00[* % *3U % E * v3 Vv
landscapes. This engagement was reaffirmed and returned in the poetry, where narratives
were synthesised and juxtaposed in further explorations of the landscape and the
experiences of the people who live, workwsit there. As has been shown, my explorations,
practices and performances have been directed by my conscious engagement with
authenticity and authority. Negotiations with power are behind much, if not all, of this work,
and so it is fitting that | now ase with a quotation found early in my reading, and which
had a strong influence on the direction of my research. Taken from human geographer

Z} Cv }Ao]vP[e A}EI }v <p o]8 8]A E « E ZU |8 E W

[p]Jower enter[s] your research through the stories, oterrpretations, you create
(E}u §Z Jv(}E&u S]}v C}u P 8Z EX €Ye dZ +S}E] » C}u S 00
actions, words, and understandings of the worlds have the potential to change the

way those people are thought about. (Dowling, 2010: 32)

Such chnges are, of course, a stated aim of this project, but my hope is that the work
carries a sense of the care taken with these issues. The desirable outcome would be for a
reader to rerecognise themselves and others they know; to find the poetry thoughtful
MSZ V8] V %% E}% E] 3V v 8} vIpvd E] +« }us }EVA oo

state and possible future within each poem.
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Iv (]v o 151}v 8} }Ao]vP[e }uu v3U / A}po & u]v 3Z &
reaches beyond the interweees to include the writers of The Wilson Pap&ksose minds
shine sovibrantly despite the faded inkand the landscape of Cornwall in its many guises:
postindustrial to rural, aspirational to troubled, summer sand to winter flood, holiday to

home.
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POETRY AND THE ARCHIVE
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Uncollected Poems
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Stamps and Stories

Boultonand Watt% HJ D ORPHQW  ««««& &«
6WDPSV DQG 6WRULHYV CULELLLLLLLLLLLLLLL KK

7KH OLQHU CUELLLLLLLLLLLLLLLRL L LK

OLQLQJ 6WXGHQWY 3DLQW D 6WDWXH L LKL
([SORUHU LU LLLLLLLL L L L L L QLK

-RXUQHIV e« R KKK KKK

&RQVXOWDWLROQ EZZ L ZZZZZZZZZ I B Z XX R R R
([FHSWLRQ «&&UUEEEKELLLLLL LKL LKL LK

"ULYH €L LR LKL KKK K
,QXQGDWLRAQ I X LR LR R R W R R RS
S3DQHO 6RXWK &URIW\ FLU R« «« XXX
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Effects of Engines

,OQWURGXFWLRQV @& KKK KK C KKK LKL K

*XLGHOLQHYV CUELLLLLLLLLLLLLLLLLLLKL «

2Q WKH (ITHFWV Rl (QIJILQHV  «qaeaeeeaa ««&LK
*XLGHOLQHY € EEE KRG L LLLLL &
&RPSDULVRQ RI WKH (ITHFWV Rl (QIJLQHV  ««««« ««&««
*KLGHOLQHYVY (@A AAEEEELLLLLL &

$ /' HWWHU IURP 7KRPDV :LOVRAQ CRLLLLLLLLL KK
SRWHQWLDO .LQHWLF <« E&ELELEHKL KL KKK
KDW &DQ +XUW CUELLLLLL LR LRI KK«
6\PSDWKHWLF $UFKLWHFWXUH EEZZZZZZZZZZZ B R
*AKLGHOLQHYV i aaaaEEEREL €K

8QGHU OLQH CUEULELLLLLLLLLLLL LKL «

/ILVWHQ WR WKH 7UDP CLLLCEELELLLLLLCLLLL
6DPSOHYV CUEHLLLLLLLLLLLLLLLLLLL L «

Sensitivit HV L LLLELUELELLELELELELE LK K LCLC KKK

2XWLQJ CUCLLLLLLLLLLLLLR L €KL KKK
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Dancing with Watt (Apologia)

-DPHV WKHUH:-V D PDQ DW WKH GHVN ZDWFKLQJ XV
watching my gloves move with pencil turneddead

because my hands holdur writing and write

DERXW VWHSV WKH\ ZDQW WR SXOO \RX LQWR +H:V QHZ
| think, but his attentions tickle familiar. He asked for my pass,

frowns at my tapping foot. | hum lower.

It must have caused them much trouble and uneasiness

when three lines of tiu follow five of invention.

7KH\ VHW KLVWRU\-V WHUULHU WR FKDVH P\ ZHDVHO ZRUGYV
but you say not to worfthat my engine

is not visible, perceptible, but worth all the time

because it works on paper. | could show him

how our diagrammed dance has rommsidesteps,

a thousand pages to burrow into, dig out of, humming

and pulling you into our rotative motion, my method

VLQFH \RX H[SODLQR QR DQLR B H/ VD DOOOWH

it just can't manufacture the correct parts

without cracks and leaks, forthimg holds tight together

except good reasons and us, bendiage /it from me

you say as we spil inventor is someone

who tells themselves a story with the ending left open.

Thank you for that. We turn again, twirl past the map table.

The watching @an is humming. His foot begins to move.
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The heart is a pump

and a great source of terror to commercial men
(it was clear no help was to be looked for in that quarter)

yet | am accustomed to various experiments. It will be thus @tbserv
the hissing, fiery little machine continues to correspond

despite imperfect mechanical manufacture of the day
three way cock, slide valves and valve clacks. Study the fire engine,

some enabled model capable of executing this race, the double
vesselWWK DGYRFDWH EHDW , FRXOG VXSSO\ KLP ZLWK GROC

WKLV GLVJUDFHIXO VWDWH RI WKH FRLQDJH ,W:-V D VXEMH]
about. He ought to come hither, the proposed partnership,

the infusion of young blood with power and majesty. Order,
desp#&ch, and the appetite for knowledge. More, | do not violently desire.

All words fromL/ves of Boulton and Waltly Samuel Smiles (1865).
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Talking The Tramway

Here is a foot. Here is a tyre
here is branch where a secret berry shouts
its hellos in crisp colour. Hello. Hello.

Here a bicycle, we worry for the owner.
Here is a horse for step stone brush.
Ride on rounding rides the flat. Hello.

Here are some women in celetioa colours,
OLVWHQLQJ DQG ZKLVWOLQJ WKH ZDQGHUHU:-V GHOLJKW
Here is a wall that belongs to a wallet

angles mathematical

green up the edge,

and hello to a capped shaft loakiikke a beehive,
a wrapped head of heather that blossoms in the cold,
E\ WKH EURNHQ ZLULQJ WKDW GRQ-W ERWKHU WKHP EDGJH|
anyway, do it?
Or the bats below.
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So

make

a ticklish

skittish skid

round a suc&r mudded puddle,

watch for babies in those backpacks
getting hooked a new hello

and sing like a wheel with a chain on a pulley,
push on like a tramway delivering its loads.
The trace of the trackway, lsainelined
droppedfrond delibeate steravay to go

and here the valley plunges, the curving of a smile,

WKH YDOOH\-V DUPV DUH RSHQ ZKHQ WKH EULFNV WXUQ JR!
Not yesterdays, but everydays of wintersun and wishes

for feet and hoofs and tyres and roots. More secret sweet hellos.
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Seal Hole

It's about spiteful water eating metal
heaviness, solidity could solve troubles

if tended well?but who is to blame?

For there may be complications. Instead,

drill two deep holes, fracture granite between
to rush coldvater through clean hot rock.

,2W-V DOZD\V DERXW SRZHU 7KH LQGXVWU\

dropped its oiled and gilded jaw:

We can't believe it. Thirty years ago?

Of course we were. We are innovators.

OLQH VFKRRO HQJLQHHUV SLRQHHUV &RXOG:YH HYHQ
fixed a bigger problem toze they saw

KRZ GHHS JUDQLWH VKDWWHUYV IRU ZDWHU: -V FRXUVH

As Seal Hole acid water burnt

and ate like anger against the consequence

of chemistry the payment for power,

there was more talk of violence

They made healing suggestions but who could say,
and viho would pay for these undakings?

Later, for one glowing moment the whole county became
the concrete bubble poured over Chernobyl

great danger of it being melted by carelessness.

Yes. dumped at depth, the power waste

would have slipped out, half ali@nd murmuring:

this water, when hot, will eat.
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Designs
He decides the best way
is to furnish the engine complete

for erection & the mine to pay
at the spot & to find pumpgs

this seems fair, to be a movable
house of nine months, so wail

saucers to tables & sleep
on gluesmarmed copper sheets.

Any 18 inch cylinder working both
will perform a great deal of work:

lay a fire, wash floors. Fetching water
it will at least make 20 strokes per minute,

while he considers wooden houses,
& has so much more in here, on hand,

so wishes we would follow our own judgement,
hold joint wisdom (if no property in our names)

by our own enterprise. So let us remember
these pains that pull & push much, endwise,

& our legs like seams & a cold clstinpng sills
of rotative motion held down. The wsflurred cry.

200



James Watt Worries

He would agree with none who said this should be simpler:
surface tension, for a hard ship, keeps the venture afloat.
, W -V VL P SrusinustWhatehShe downward stroke.

7KH\ KDG QR JRRG VHQVH RI HDUWK:V FRQQHFWLRQ
Why not become oxidised? The fizz of granite, crack as course
for more cracks to come. What else refills the poorgdgools

but the wanting ofavity, the greater deal of water, to draw
XS DQG RXW DQG VKRZ EDFN WR WKH DLU" ,W-V D VLPSOH G
7KH\-UH VLPSOH OLNH WKH FRPSDVV SRLQWV DQG LQ RSLC

would find an air of north, the fiery west, east to hidden stones
and simple mud. Some soutlr® washed, not drowned
by drops, or degrees too sodden to expose. Think him a fool?

Like currents, magnetism and deception, he tumbles matters in his mind.
7KH\-G ILQG FRDOV IRU PRWLRQ ZRRG IRU VROLGLW\ URSH
to drag out cautious hesitatiorddeave it, desperate with rust,

DV D ERDVW RI HQJLQH PHQ ERGLHV PDGH ELJJHU E\ PDFKI
and such drives will run forever. Come, bolt the future on,
ZH-UH RIl WR PHFKDQLVH WRPRUURZ D VLPSOH XQGHUWDN

But still, he would agree witlbne who said this would be simpler:

surface tension, for a hard ship, keeps the venture afloat.
, W-V VL P SrusinkustvhatehShe downward stroke.
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Tin Dressing

| am excessively sorry for the predicament in which you arefiaféspéct to Poldice
Adventurers, but | cannot say any thing in addition to what | wrote before. Westons have been
shamefully negligent in not replying to my repeated letters...

Before any shameful thing
cannot reply West
say
in addition to sawy
| have been excessive
in my repeated letters.

Anything repeated

excess in shame
letters before addition

Excess before
| repeat.
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We think you should write him to the following purport | réibat the Cylinder now wanted
/s not for Poldice but for Chacewater Adventurers who will pay for the same when adue...

Now the wanted Cylinder
thinks the same:

you who write
should follow the cylinder.

You
want the same.
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In regard to Uited Mines we must persist also until they make a proper acknowlegement of
their ill manners to us, you will therefore please attend their account expostulate with them &
repeat your demand, if they make a proper apology and you can assure us theatynea is r
distress we may be tempted to make them some concession

A proper mine is also tempted
your manners persist
therefore please
we must demand
a repeat count. Make some concession.

Man makes
therefore man mines.
Repeat your lesson.

204



The Tram Listens Again

Trip giggle tinkle tap
tap flapping stirrup kick
crunch crack grtmd growl

giggle tripper laughing water

step iron stone spark
brake water wheel dip

words fly back wards
aleaf hears all

round once again. repeat to refine

trip  tin
flap stir
crunch grow
laugh
step spark
brake wheel war
walk
feel fine

again.
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Field Notes

%WULQJ PH %RXOWRQ:-V OHWWHU , ZLOO UHDG LW WR WKH V
%ULQJ PH :DWW.-V DQ[LHW\ , DP UHDG DQG UHDG\ WR GULS
his panic away, mudded into puddled perfection,

for | cannot tell you everything have my impressions.
Men in a time of men, thinkers both, and visible
in their great coats, dry eyes, candles and children.

And these people were alive like this pricklige leaf.

| bend and pick, hands knuckled hotseth
grazing the page. Croppicigse
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The Old Wish

8S &DUQ %UHD KLOO ZH-OO ILQG VRPH WUDYHOOLQJ WLPH
some normal striding as you take the misty top. Step up,
and scoop your hands to the endsaucer rock

Here the wind still argues over kisser and kissed
about there, where we left a pile of stones
like a wild couple thanking for light and for blood

, WKLOQN ZH ZHUH MXVW FROG ,I ZH-G OLW D ILUH
ZH-G-YH OHDSHG LW IRU OXFN NLFNLQJ VSDUNV OLNH SURF
hotheeled into love. But we had no matches

and thegrass was wet as her hair, both
black with water. Wringing her plait back to brown
| squeezed the cold drops down her neck.

Oh, but | was alive in that moment. It seemed
like my heart had picked up the words of the old songs,
the promises, promisesetwords on the wind,

all gone now. | come up here, at times,
normal striding, like our journey had not upset,
no mark on the skin nor my reading of rocks

DQG \HV VRPHWLPHV ,-O0 FRPH EDFN DQG UHPHPEHU
how it felt that day, when the foot slipped,

the wald tipped, and her raiwwvet hand

grabbed on, grabbed on to me.
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Design Kiss Claim

this is a stor¥/-/l this is happening nawd/ a destination /

this is happening now-41 this is happening ndwdl design is

a footprint /-// backwards beginning{ll this is happening now
/l-4] design occupationl this is happening nawl the wood

is a menu #/ woman walking heliotrop#-4// texting herself 4/
stone comparison-Al this is happening nadw-l heels /H/ pattern
II-4I growing an echo-#ll this is happening naw-/ signals received
II-4] branches beep-4/ this is happening ndwl this is happening
/l-/I now and now and now and now-// the dish leaf //-// happens

beneattbecomes possiblé// her real ring of granitd-// pathways

in private //-{/ public threads #/ widen repeat #/ this is happening
nowll-{/ kiss of a menu/-// beneath the thoughts of the dish/
heliotrope woman /4/ this is hapening now 4/ branches into text-#/
this is happening nadwAl this is happening naw{/ compares herself
/I-4/ struck ground at her heels/l/[something happened here/l/

the leaving #/ branches uphold#H/ this is happening naw-1/ light
design #4/ this is now and now and now and new the happening of

heliotrope dish #/ turns to follow/-// shining a child #//out front
she walks #/ this is happening nadw4l this is happening naw-|

this is happeing nowt-1/ claims signals-#l turbine dish 44/ power
of her legs//-{/ firms up the hillside/-4// this is happening ndw!
energy lines cascadie{// smokeless sensorlthis is happening now
II-11 singer singer-H/ this is lappening now-4/ leaves a footprint
II-4] backwards beginningll this is happening ndw4l design
occupation H#/ this is happening ndw-l claim a happen+/

now and now and now anéd//new makes new-#/ frequency kiss
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The Best Gift

The sea is keen with charity today so donates a thought to keep
us afloat.
What a kindness.

Drift.
Cornish time.

Without the means of travehck we must laze, stranded,
satisfied.
So fine, he said, to let the wine sté#ne engine always claims
GD\OLJKW:V SULFNOHV IRUJHWWLQJ WKH VXUIDFHY OHQW I

Drift. Drift.
Cornish time

Silence pockets an hour for later use but the sun is concerned
with honesty.
We glow with promises yet keep some buoyant moment still.

Drift. Drifting time.
Cornwall burns, then heals.
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Owning

| saw a lizard on the Lizard
looking like flatness, a nothing
until I lay down on the ground,
got down, nose to the earth.

To a universe of stones with colours
| cannot describe, then two grasses
knotted themselves before my eyes
with such westveather craftiness,

that the feet of people passing by,
he said, so quick with leistgeurry
stepsand skips, became everything.
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Stamps and Stories

Poetry of the Boulton and Watt Mining Company

&

Collected Experiences of a Mined Landscape

Annabel Banks
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These records, often beingeated
by transactions with the public
must show the realities of society
at the time of creation

SO

the plural of anecdote is not data
but the plural of thought could be poem.
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Boulton and Watt Beg a Moment

The Boulton and W& Company
refuse your request. Payment is due
for a deepening thought.

A moment, we beg. Demand.

We furnished you with plans,

fitted you with improved teeth

S0 new inventions could be ingested,

the Flat Rods and the friction

build below and above the@aG -V GDW X P

but payment bit back. Hit hard.

Due to the lack of coal in the county
WKH LQYHQWRU -V WKRXJKW
was weighed against gold
and came down heavy

$V WR % X000V VaKUHDWY 7KH 5DVF
breaks the fence secured
and we shall have the scoundrel.

This was the Cornwall of our words
now the Cornwall of yours
yet that thought, that thought drives on
like a shaft through stone.
but if we find these stories
economically and gliciously laid out
we can return to our foldered home
where we lie with accounts
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in beds boarded by adiicke paper

to slumber on fiingered cotton sheets.

in for our depression, our hindering notions
2never scheme3of steam.

Mark it! Let there be no mistaking

the worth, the golden design in his mind,

as that thought, that thought drives on
like a shaft through stone.

For Vivian, bull, and Trevithick are here,
and a true Hornblower, stubborn as a mule,
bringng Chaswater, Truro and the coastal mines,

and we need every one, for stories are heavy
massing like steam in a chamber
as the centuries condense
as we accuse one and all
as we refuse to submit
to our bitter disappointments
& mitigate them by every means

make fists of words
DQG WKURZ WKHP DFURVV WKH FRXQW\:-V ZDWHU\ ERUGHU

but our arms
our arms are around each other

as we brace to bear the weigh
of these beginnings.

214



Stamps and Stories

| found it in a tip no light process
wrote it in a letter we hope for Substantial Justice
one part of which will be the Stopping of the Engines
they saidvhy are
you
coming here  buying up our houses

Send them in send them round process
have always thought there was some secret
passage from Poldice addit  to the mine
elementally alive  basicanywhere would be
up in arms
WKHUH KDV EHHQ LQGXVWU\ \RX-00 ILQG WKLV LQ WKH

&RXOGQ-W EHDU LW LI VRPHRQH WRRN RQH VWRQH
found in a letter
hawe always thought there was some secret
it has rained incessantly demanded
on our account
ZH DOzZD\V FRPH HYHU\ \HDU LW-V LQ RXU ERQHV

<RX FDQ-W ZbboWwiHe Dué&uR HyPAgreement
| know anything except someone took one stone
some secret passage by which the
water returned
\RX FDQ-W ZULWH D SRHP DERXW 6WRSSLQJ

We are the poorest county but Tesco tigive cheaper
main thing they are interested in is the beaches

all friends here but has rained incessantly

, WKLQN ,-P D PLOG NLQG RI QDWLRQDOLVW
if the packing of that piston is taken out
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andlIHW-V IDFH LW PRVW RI WKH EHDFKHYV

they are sitting on are made of mine waste
our adult male population was murdered
they

look beautiful if tumble down
but | have the pleasure to tell you she
IS not not not
perfectly well & so are all your children

| was working late when | heard the piston
write a poem, they said coming here buying up
RXU EHDFKHY PDGH RI PLQH ZDVWH
Mr Wilson sitting
in the rain

| was born of bones & so are all your children
adult population was elementally incessantly
alive

breakto find value anything cheaper a Sum
break to find  English Heritage is the existing
Engine

| have always thought there was some secret

the packing of that piston
our bones are made of mine waste.
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The Miner

| had elemental reasons to dig
down into glory
| was fubhand, steel wrist corded
earth borer stone remover | was
a solid formed storytellezast bolted,
Archimedean in my forward thinking
screwing myself into the earth and
picking its pockets, lifting
its secrets out. This was my place
earned by the dirt on my skin

assayed in earnest but switched, somé say
the saple of my core is nothing but strength

We worked in our underwear
the mine chambered like a heart
drinking to make sweat that couldn't cool

We worked in our underwear
the mine dripping with heat
more water for the pumps to hdddck

Oh god, the thought of it
but there we all were
Archimedean in our forward thinking
screwing ourselves into the earth and
picking its pockets, lifting
its secrets out. That was our place.
Still is, | suppose. But a lot has chahge
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Mining Students Paint Statue

Perhaps a lost cousin of Merlin was the one
who moved them beyond flat tyres
fancy dress and bricked up doors

WR WKH SDLQWLQJ RI D VWDWXH:-V IRRWSULQWYV
collapsing the gap

between municipal mischief

and the all magic

| examine the statue. It guards the library
and is garlanded today in affections of pink
+H-V KROGLQ3wHdeB,Hd ¢ack Q J
the principles used, and a few of his own

, FDQ-W VHH WKH H\HV 7DNH RXW P\ QRWHERRN
write my question in penailear capitals
the breeze sharp on my cheek

,-O0 WHOO \RX LW VD\V DQG VWHSVY GRZQ EHVLGH PH
a man made of past
with years in his hair

The voice is sharp slate when you knock off a layer
Do you know him? He has a day

when steam engines come and huéfrdeat

as children throw coins for rollers to ruin

and the Devil gets up Camborne hill

by breaking the fingers of its drivers

The voice is wet granite when the sea has been rough
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'RQ-W \RX NQRZ KLP" +H LV WKH RSHQLQJ DQG FORVLQJ
ofeverygrate Q D VWHDP HQJLQH:-V KHDUW

of every valve that sends power forward

or send it back safely, to chamber, to chimney

He is the one who slams their archive closed

LV WKH IORXULVK EHORZ VWHDP:V VLIQDWXUH

7KHQ FUDFNLQJ OLNH DQ ROG EROW:-V WKUHDG
it bends at thehoulders
and shows me its hands

It was only direction, it was speed towards progress
It was hiccups and tremors and polite
red rage of momentum.
DWWV ZRUU\ ZDV ZDVWHG
It was strong steam
and all about power, as B told the king

The metal head nods
neck buckled
accordioned out of shape.
Somehow, still speaking:

<RX GRQ-W QHHG WR DVN ZKHUH P\ IRRWSULQWY OHDG
Footprints are one line that joins up our past
with the route to tomorrow. A doukdéepped track

It climbs the stone base

the lesson done

becomes slow, cool, inanimate

, VWLOO FDQ-W VHH WKH H\HV

Thank you, | say, and pick up my bike.
%XW ZKR:V UHDOO\ VSHDNLQJ" <RX NQRZ \RX:-UH QRW KLP

The mottle of lichen

the mud on my wheels
say nothing.
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Explorer

Sixty fathoms deep

and although a gin did answer

each question of drawing up, setting down

did they know the draw for this future explorer?

The mathematical packing. Rope a datum
take the line from here, from here:

lick a pencil, analyse, assay

X to be replaced, claimgrspace

like that waiting chair the pint to be pulled.

OD\EH WKH\-OO PHHW WKRVH SXSS\ HISORUHUV
no helmets, no headlamps, no steelies, no clue
hand torch, ropeless

trainers slipping on wet granite,

tail wagging in the wet

:RQ-W EH WROG
Won't be told

Perhaps they could be trained
perhaps not. Sighing,
he sharpens and oils. Coils and counts

Inserts himself in the best future
trusting his mate and his mate trusting him

looping safety a hand up spare battery
the rope his own tendon when hanging

eleven ml keeping a climb from a fall
taut with the right words
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Say section and ground plan say draw and view
say cut through and earth fedlpw my torch

step where | step watch this lip here hey
stop the cavern call lift shaft gap shaken

%HFDXVH URSHVY ZRQ-W WDQJOH LI \RX ZKLVWOH
the last song on the car radio
URSHV ZR®-W EUHDN
(touch henet)
(touch wood)

Look down. The water hides his feet.
Look up. Pipes on a rock roof.

Look forward. Lick lips

The chair knows he's coming

for a change of sockghat pint  plain crisps
How did it go? The weary shoulder will lift
*RRG LW ZDV JRRG «
One more victory in these evaporations
the dry, the dry, his hair
One more deep breath.
not ever enough
for under his nails will be renders
of something left underground.

Take a sip. Roll neck, flex knees.
Think about rope,
the wristo-elbow wrap,
one neat tuck
so easily glken free.
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Journeys

The A30 is a line
of mild complaint  curveless cursive

backing down before the older road
the carts of trundlepath know this
that milkman hauled him up

showed him how to click@ornish tongue

DQG DV KH WURWWHG fYLP RQ
that was when he felt that tug

this was only meant for me and mie

The A30 is a line
of signature decisions
backing down before the older road
the carts of trundlepath ~ know this
that milkman hauled him up
showed him how to click a Cornish tongue
say margh, boy. Margh. Margh
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Consultation

All this shd have been consulted upon sooner, befoyehtit made me
swallow the Bitter pill of so much anxious contrivance which has borne
very hard on my health and hindered other business however we must bear
with our misfortune if we can find no remedy ...
James Waltt

Some have their ankles set deep in the land
they push, determined, through topsoil
marking  naming  claiming

fingers brackearacked

unlost a language, sent us sanords
to guess the translation:

Who doesn't think that blood knows stone?
H-UH G H-bripe® &f dnderground
granitesired and wategot
a net of years and marriage lists
a tunnelled churchyard throws up our bones
still snelling of the sea.

What is this intervention?
What remedies are needed here?

(DNA tests, Ancient Britons
Celtic closeness, independence,
EU funding, regeneration ...)

The way our names are firmed and fixed
ZDYHV RXW ORXG WKH WLQQHUV- 10DJ
proud burr soft as moorland turf

S3ROGRU\:.V VWURQJ VWHDP PDUNHG WKH VNLQ
WKURXJK JHQHUDWLRQV 1RZ LW:V DOO EXUQLQJ

consultations reclamations
+HDUWODQGY KRXVHV "FXOWXUDO FDQG\pu
as sweetened pills for our fever
Yes, we say, if sometimes sadly. Yes to it all.
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(Parking priced with silly money

Second houses prevent homes

unmilked doorsteps, heartstopped hearth

DQG VWLOO QR SODFH IRU RYHUVSLOO «

Come and stand here. See this view
this sky, this raj these chimney tops
See this man? Now see his mother?

Is this misfortune?

(Love comes through, love despite knocks

of occupation and the rain, the blowing of coin
and when breeze of temper flicks the flags
someone patan arm and says ...)

'RQ-W OHW ORYH EH ELWWHU
bitter love has another name
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Exception

<RX FDQ-W ZULWH D SRHP DERXW PH , GRQ-W NQRZ
about letters and that, who invented what.

Never set foot and we come here loads

to this minngheritagesite of home.

&RV WKH\ GRQ-W SUHVHUYH WKH SXQQHW
in his pushchair pocket, or keep that smile.

Should charge admission to my kitchen floor

where archives of tears and tea and trials

gets dettoled away once they are asleep.

My body isoveMWKH 7DPDU \HV EXW IRU JRG:-V VDNH

, ZDVQ-W ERUQ LQWR WKH SDVW /HW:.-V EH FOHDU

&RUQLVK WLPH SLQFKHVY PH WR PDNH VXUH ,-P DZDNH

with a sting familiar as jingles on Pirate FM.

%XW \RX FDQ-W ZULWH D SRHP DERXW WKDW <RX ZRQ-W
find words between high arta swing and the descent

GHHSHU WKDQ DQ\ WLQQHU:-V EHHQ , ZRQ W ILW \RXU LGHD
FRV LI , zDVQ W KHUH ,-G EH VRPHZKHUH HOVH ZRXOGQ- W

6R \RX FDQ-W ZULWH D SRHP DERXW PH

not in the way you want. | washed up all the verbs

folded them away, and all &ve left rnymes with love

IRU KRPH DQG KHUH DQG PLQH PLQH PLQH «
SO you can't write a poem about me

because whatever it said would be wrong.

See?
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Drive

We come to Cornwall to relax
(heaven on eth)
We mainly come for the sea
ZDWHU:-V GUDZ
some tidal pull on our bones thiswards thiswards this

We have never descended
into that mine

or measured the length

of the pumps ourselves
but like the letter lines

we recognise some Data

One babe plus another open brackets
arguments over who lost the goggles
OD[ ,P ORRNLQJ DW \RX
close brackets beme a cuddle
(shhh, it doesn't matter now)

factor in the ruled regard
pushchairs on a coastal path
length divided by bedtimes and beers
and we will draw more lines return

go home, away from this soaking heaven

that lowers our blood pressure
steeps our feet, and now sits
like a happy infection
in these strengthening, lengthemioges
that come toddling up
fists full of broken shells

to deposit in outaps
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Inundation

| have yours of the 24th but cannot give an answer to it

tll | see Mr Boulton which | could not do today

as it has rained incessantly, and | am not very well
James Watt

'DWHU GRHVQ-W NQRZe#WKH ZRUG FRQWDPLQDW

so tumbles its cargo, the weight of the wash
and gives up its duty on shingles and sands

carries and cleans, invites paddling, those cold toes

like nuggets to be rolled over and reclaimed

a treasure of heat flistruck by egg and sausage
soked by iceeream at St Agnes

as the canoeists fight their way out

fighting the swell and those old knowers

who always understood that this dry day is rare
getting how the power will be greater

if the packing of that piston is taken out

or a hde made through it, leaving the oar

working to preserve appearances

for when the packing of that piston is taken out
there is room for more voices

these wet watchers, the sanddiggers

one eye to the sky and the West Briton

waiting for water, thpiradox

of problem and solution
| have yours of the 24th but cannot give an answer

as it has rained incessantly

but I wish you well of your free fuel.
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5DLQ &RUQZDOO-V ZDWHU LV LQ FRUUHVSRQGHQFH
an argument drawn from both sides
elementally ale, basic,
roadblocks and police chasers
jumping into gaps and dips
forcing the way down to broach
and brim the land beyond the passing point
until 3 flood!

The warnings, the hotlines. No pumps at work here,
no shafts to drain away the sveaémside slip
of a summer game
a passage cut to provide ease of route
no: this is boundaries bashed
this is filling beyond the point
where the word fill has meaning.

Dig a hole in Cornwall a@hwatch it fill2
| have been informed that it was not usual
to charge for their Engines

till the water was out of the mine

in that case the charge should commence
RYHUUDQ WKH EXFNHWYVY DQG LW:-V D SURSHU IORRG

and so gleeful, thisrtying of the sky

as the evaporated aggravated sea
flings into itself with the rage of the rebel
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the prodigal water, all energy driving downwards
not just rainfall, not any more
this is rainsmack, rainthrust, rainpush, raih wi
mass and vector
a velocity of rain
that hits the road, hurls the trees,

hates the river channels

and people die

bridges disappear

the government governs

with plans in place but no one téfls rain

incessant, ato-ground water with a mission

to beat the settling ponds, back up pumps

and liberate the Wheal Jane shaftwater once again

EHFDXVH ZDWHU GRHVQ-W NQRZ WKH ZRUG FRQWDPLQDWHDC
so tumbles its cargo, the weight of the wash

it has rainedhcessantly, and is very well flooded

to swell the Carnon Downs like an insult swallowed

and wash again the redness back into the river

those particular poisons of tailing and slime

and gives up its duty on shingles and sands

where gappy smiles searchadshells

DQG ZHW WRHV ZHUH GULHG RQ PXP:-V VDURQJ
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Panel. South Crofty circa 1978

Grey, it had to be grey, with days and fingerprints
boxed and decade dust, indicator motionless
aremoved sense  old used waiting

a schematic thaemembers thumbs
those thumbs that remembered tools
connection lit, and unlit brokeh

one little light for a sesaurge below
signals not received  wires once
rooted and related. Links to let in light

wires are transmitters of possibility
cutcontUROOHUV RI PDFKLQHU\-V PLQG
(who lifted and left this here?)

would have vibrated hummed purred
would have had a beat to lay a palm against
as it ticked away each ton

VRUWLQJ LQ VL]HV JUDYLW\-V VHOHFWLRQ
none would espe, like coins in a counter
shakings, spirals, density and force

centrifugal, centripetal, the effect of mass
picks sizes for value, the slivers slip out
(notforlong)2 WKHUH:-V QR HVFDSH IRU PRQH\ PHWDO

or there wasn't. All so quiet now

standing fothe opposite of function
strange that you had to be trained to use
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a spinning heart and rockteeth stomach
long gone, now technically thoeked
cracked lamps unblinking in the dust.

In the dust in the dust something
one broken lamp lgns blinking
a stuttering spluttering beginning of a new tale

one brilliant boardroom rumour, sparking from
WKH SULFH RI WKH ZKLWH PHWDO IRU 3LUUDQ:V FURVYV
is technical, now. It sends signals of its own.

One little signal, one light wakes another
a filament, a bulb of a story being told
another idea to illuminate this winter

where gravity sorts the tale from the teller

as leavings escape, radiate out and seed a rain
that now falls, hopeful, on a sign being strung
on a site by a roaélyou know the pe 2

where the bus with the engimause side

curveas round the corner to the next

and the signal, the signal is here
the signal is here.

Look. See that moving?
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Stamps and Stories

was performed at

King Edward Mine Museum

18" August 2013

With grateful thanks to all at KEM
for their patience, support, enthusiasm,
and for adding their stories to this work.
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Effects of Engines

Poetry of the Boulton and Watt Mining Company

&

Collected Experiences of a Mined Landscape

Annabel Banks
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These records, often being created
by transactions with the public
must show the realities of society

a the time of creation

SO

the plural of anecdote is not data
but the plural of thought could be poem.
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Introductions

Messrs B & W have received your letter, and desire
to know

with as much information as possible

time for telling, for the motion of words to conspire

the particulars of the Engine you speak of & its effect

Is it housed in brick, in metal? Does it ask for a story
to be told?

Does it reside between layers of -f@d paper?

A thought of Cornwall, of what straiege out,

and in what condition the parts have arrived?

For if the minemood offers a rational Adventure
with g@d management, we will gather materials
ourselves.  You will please therefore advise us

on the patchweld herewithin
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Guidelines

Sign into the arms of the archive
silent but seeking

comfort of difference

gaps

and the possibilities

of tangled timelines

as you touch handwrapped binding
remember how to balance
walk thetrack
and at proper moments
step down
step down

between

(gloves, maps and other preservation aids

will be issued as necessary)
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On The Efects of Engines

First concern: storage
capacitor, capacity
to gather, house, 4gin. Emotion recast.
Look. A spring salvaged from the tip

untarnished. Component. Found.

Pondering a letter
here all engrossed

He says that we should do as others do

tin & Copper
falling down (a bad accident)
bruised Cornwall will cry

but support one another

| have not examined
the secret passage
so look into it

the water is monstrous  blameable
! find what | apprehend

to be a very Engine

and discover caution.
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Guidelines

[The archivist stands on Carn Brea
clears her throat

reads from the guidelines]

First approaches are always secret
made in the mind

until this exchange of brief untreatddga

| was | went | saw
An expectant rustle they are listening
tell us more

You are welcome to visit, to sip and sleep
in consultation the documents. Bring your eyes here,
bore for core samples, the strafwaof text,

in recognition of supggosition

collapsed strata, the touching of parallel lines

there will be houses made of glass

in time, nothing is impossible.
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Comparison oEffects of the Engines

Here are the effects as ordered:

1) Rotation?words like curve, spin, round and cycle. Come round and | will tell you.
Adventurers reel, freirned. The pinned point of a beginning, set in motion. Wind to rhyme

with mind, wind tahime with copper bells that dangle in the beech wood tree. Her husband is
travelling home tonight; the casserole dish is as deep as it is. Sometimes, direction is the only

difference.

2) Location2the here and the nowadays. Cornwall, yes, and theti@ornwall. Overhead,
underfoot, around and in. Prepositions, the grammar of community, & deixis (person, place,
time) becomes the tripheelix of Cornish DNA, a strand rammed in by radon and catching in

its extremes: | was just over the Tamar wheewk#elt it right here.

3) Transportatior?like how the words of others are brought hereprgained and yet as

rambling as the bramble branch, where to plan for a bus is as much a gamble as a first kiss now
the cuts are here. This is a train of gjlaupropelled by the outfitted engine but see, as long as

P\ OXQJY DOORZ ZH ZLOO FRQWLQXH FXUYLQJ IRUZDUG 6|
ZKHHOFKDLU WKDW:-V KHDY\ QRW KHU

4) Destinatior? Hedgerows holding hands, edging fences withinty while outsiders stand,

well, you know. Hesitant, not seeing the gate, the friendly puzzle of a stone style. It is all here if
you want it, and you want the whole experience, rain and all. And see, if time turns out to be a
coppice, roots tangledQGHUJURXQG DFWXDOO\ RQH WUHH WKHQ ZH
VFUDEEOH WRHV LQWR WKH PXOFK 1RWKLQJ ZLWKKHOG IR
touching. Let us have these beginnings and these barkcrack ends.

5) Remuneratiort moneymatters, of course it does. These engines worked it out. They

clattered their escaping heat, cooled smoke enough to heave and huff their way into
WHFKQRORJ\:V SURFHVVLRQ RI SURJUHVVLRQ (YHU FHOHEL
for solid phgics can be read as finance and the other way round in-dotibfe Some letters

are all numbers, after all. Not this one. But it does calculate your entry fee in coal.
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Guidelines

For all transactions are here recorded:
dog walk, bronzage bone, nitvus cloud

soil recording of Corineus, the first king

that old Trojan, retiring to a cold island
to soothe the heat of war from his sick flesh.

This place heals. He wrote that in the sand.

There are no restrictions once you are over
for river droplets stain like a stamp
(but bring some identification: some eyes,

an ear or two)
& a ticket will be issued
from surrounding information,
GUDZQ IURP &RUQZDOO:V GLJLWYV

somehing like

A30 Twelveheads Threemilestone

Four Lanes Nine Maidens Down

DQG \RX-UH LQ $V HDV\ DV WKDW
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A letter from Thomas Wilson

If | am permitted to make a Fair Comparison
of the Engine | must speak to tBkects
of the benefithin purse, the iceream shift,
carbormonoxide caravan deaths
colddraughted schematics of need
with an exploded view diagram
of how this county fits together,
theseives that plan.

Structured.

%XW WKHQ OLNH %RXOWRQ :DWW:V (QJLQHV
are we placed in the most favourable circumstance?
Superfast pages, sustainable buildings,
enoughplans to fill the gaping
gasp of hungry tunnels
mouths measured in fathoms

needing to be filled.

| have (he writes) in my hand a Calculation
of Number, 300 million, more, furnacing,
the It match of match funding
of which the lowest effect raises upwards
of Millions of pounds
not per Bushell of Coals (to one foot high)
yet surely just as warming

and liable to hurt if carelessly deployed.

Look around.
It is warmer, today, than yesterday
& these effects,

these smokeless effects come clear.
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Potential/Kinetic

The past is perceptible, a movement of air
cooling, or hot and shavith anger

conspiring a storm.

A spiralling kickstep swivels the tale
like these newdgamed blades
sweeping the clouds clean.

Those three fingered monsters
with all their noise, he says. Where is my power?
7KLV LVQ-W P\ HGXFDWLRQ 7KLV LV HUDGLFDWLR

Wind grabs these words, takes them out into the fields
to sit with the grit on the lanes and the bypass
to stick in your wheels as you drive home

a new line with every turn how it burns
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Anger on the wind pollinates political buds
gives new language like encemuring trees

learning to gale roaring for respect

wind grabs the ash we brush outside
names each burnt branch re-greys the clouds

in a ceremony of remembrance

donates sand, hard, into eyes at Porthtowan

an affronted storm, too much for surfers

ZRQ-W OHW \RX IDFH LW EXW GHPDQGLQJ DWWHQWLRQ
and still so easy to ignore when lightsrare o

DQG \RX NQRZ LW:-V PDG EXW \RX KDG WR FRPH
Who know if we will get home today, he says
as the lights flicker. Better find the candles.

This is what | have been talking about.
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What Can Hurt

Slim man, bigyed
smile like an old tree
full but fading
takes a drink of river water
when out walking the pup
takes a drink of river water

when out walking the pup

slurry run off
farming phosphates
mean nothing
he is bonded to the chemistry

it cannot hurt him

Older man, lusiness type,
working by candle light
inks his letter, weary,
tells of being turned in the carriage

the damage to his leg

the damage to his leg is wearing
still finds humour,

selfjudgement, warm words
he is written in the lines

nothing can hurt him
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Big machine, black as costly coal
puffs up (comes down) Camborne hill
to crush the coins of children

thrown down for luck
To crush the coins of children
thrown down for luck
leaves a royal face stretched

and smile wide

sharp
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Sympathetic Architecture

/ should have wrote to you often and long ago
but | have been prevented by a most severe illness
which at length hath manifes itself to be ye Gravel and Stone

Matthew Boulton

When Time eats rock

it is only for solidit

a tummystone granite
a paved hip that curves

to gravel navel

Unbluntable teeth that can take tiny nips
A pebbleVXFNHU LW-:-V WUXH
the river a smoottongue tickled by trickles
tempted to return for high street treats,
town hall brick, where decisions feed

the irascible unstoppable crunch

and crack, a soup of silicon and oxygen

excreting beaches from irritatidoulder syndrome

and when full, like a wolf in a well,
becomes stitched and stable
until this funded hunger, the forwdetting ache
returns, (as it always must for Time is healthy)
leaving the fagade like a magical bone
that could regrow the body.

This is what they always say

on those yellow lamppost letters

| wish they would leave we alone.
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Guidelines

The archivist stands on Carn Brea. Clears her throat.

To be over the Tamar,rdorn this way over
got you through the door

presence the only key in love

where six short kilometres will make an island
some plot mischief with diggers and buckets
& all bring me tales of summer
from the stoclof season

and the bulkstore of when.

T1SBHUKDSV:- DQG f1RW <HW:- DUH FDOHQGDU XQLWYV
water is counting its days inland

battering the grasses in bullying belief

that all wintefaders deserve a soaking
a wakening, shock, brutal instruction
to wash off the winter like mud.
Too early.
Tuck the edge of the meadow under your body
roll up beginnings and let the year dream

for there are always more engines.

This effect is permanent
and yet permanently changing
Summer is an unopened gift, yes,

but this robin is singing you back to sleep.
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Listen: bladehum knows the frequency of green

all eyes greedy for the colourspfing

wet woods spark in the forge of winter

there are kaleidoscopes everywhere

slivers of processed metal. Look down

slicked by snail trail, spinning combinations

from fragments caught in a boundary hedge
watch these whirl and focus as we walk

sekcted, accessible, preserved.
| see you there. Delighting in the light.

248



These landscape layers, piled like lists:
3 Steel Spindles for Sectors, 1 twisted ankle

6 Copper Valves with Steel Spindles right here

letters bundled to make aomth
open the envelope of a gate. Follow
WKH ZLQGLQJ 3HDUVRQ:V VLIQDWXUH D IRRWSDWK
connecting Rod Shaft & Gudgeons
Fitting together the Wheels that spin
towards Wheal Fortune and the wasteked river

this landscape writes ifsato spiked and twisted trees
grass hillocks Uprights, Glands & Bonnets
and the ink, that ink is the bronze of dead bracken

that glorifies the hedges & the forgotten pit pile

look at my ordering
a jetty preserves colours of Iron Ring,
Copper Plate, dop,

& more rings for the promise

These are my pathways to protect
It is the way of this place
Someone said when the ore is gone, the stories come

But we know better.
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Under Mine

In relation to the stream works it appears to me that as
you have wat it is needless to think of an Engine
James Watt

When you live this far west, coast touching coast,
rocks split like meaning, straight then away

in relation to stream works, the best running down,

EXW \RX-00 |LQnGhatvnkoHietibahlG HQ F H
with shillings for shingle. It is sand you can eat,
FDVVLWHULWH FRLQDJH DQG VRRQ WKH ZDWHU-V KRDUG

appears to you in dreams, dripping tricks
a roll of silted currency asking to be counted,

then spent on houses foryachildren

who trust your hammer hands. Waking up
with aching shoulders, broken nails,

for a while you feel it is enough,
that you have it all, the ownership of rain

the tumbling rock and a certainty
without need. And then it happergain.
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Listen to the Tram

| feel your feet pounding
with lostaccess temper
because a new fence edges

my grey grasses.

P VXITHULQJ WKH VDPH

because my mouth is rushing moving

IDVW OLNH GLVDSSRLQWPHQW: -V ULYHU
<RX WR DQRWhHavtUdon¥ I KRXOGQ  -W

| have become

more straight line
than path

from this end, anyway

initially diminished. | sink below stridings
undergo your stamps

but am reassured. Each trudge

claims my green blackberry, the spider iesid
with firm footfalls
leather and plastic

bootheels, wellies
thud mine, mine, mine, mine (puddleskip) mine
Yes. Good mornings, hereboys and hallos

fill our shared air. My nostrils arespahimneys

calciner arsenic exhalation
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My course holds the angle
of the crook of your arm

as we discuss the day
in swift forward points

from pedalling knees

too quick for me, sometimes
(I send loe through rubber
mudsplash a touch)

For we are still us.
Watch 2we shake my brown bushes
each shiver recalls
hauling pHponies who snatched at the leaves

with no harm. Life bestowing life
is found in the roots
twisted in layers

(stone, sticks and timber)

$0zD\V UHPHPEHU \RXU GRJ:-V ZDJ DQG zXI

KRUVH:V KHLJKW KRRIVWULNH
running shoes pushchairs

new fences old signposts

UHG ULYHU F\FOLVW: .V IODVK

bush leaf  root
and tight green blackberry

is me

IS me

is me.
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Samples

A Whisper. Money poured into a pit
misplaced sweat, undesereéeffort

bits drilling down to the lodeless land

We are always asking for minerals  for specimens unfound
but demanded by proxy. This is wrong,
for what is a collector who does not collect?

Some failing of arpcess something stuck, perhaps,
and yet that sparkle in a cabinet can bring in the cash
oh yes. Very good specimens can be found

(somewhere else. Weigh to provide postage.)

and like honest Moses Jasowne will not slant the assay

not while you are looking, anyway.

He does not need a witness
proves his samples with hammer
tap views of veins

colour chart shot though like rumour

brutd slate from Delabole Lost Lelant sand
corrupt limestone Jane and Wellington
had operpalmed collectors, yes.
But only Crofty had the ore.
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Sensitivities

Let me beg of you ather moment
This one came to draw

Ladling Light & Pouring Line
perspective caught, carboned

her world engineered onto the page

or some of it, for this training is difficult
eyesdeas and hope charged in proportion.
6HHLQJ LV EHOLHYLQJ EXW VKH:-V OHDUQW WR WUXVW KHU
call herself artist when anyone asks

& oh, that landscape tempted with curves
and hollows
secret in its Chymistry & like the fingistin
the least alloy of Iron, it seemed the littlest thing

to climb over the fence, into piles
swept together by industrial sweepers
to rehearse their dances of dust in the air
ZKHUH ZLQG:V OLWWOH VLVWHUYV

the pink twins, lovkearts of lungs
bring them in, bring them in, with organic splendour

to the blasting Furnace and bloody Pump
Then that man, (redyes are all she remembers)

came to caution, saw her stooping,

and pointed out the sign:
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this place was for makiagChymical preparation

now get home, rinse your skin and keep your mouth shut

& so she scrubs herself back to normal function
the beautiful bagging of liquid and gas
it is another Cornish removal
of particles with process
like alluvial cagsirite,
chosen Stream Tin
she keeps that sketchbook in a plastic bag
picks up pencils with rubber gloves

and yes, oh yes, goes back.
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Outing

| thought this would be simpler
but my memories of tracks

and tramways aret straight.

,-P KDSS\ IRU \RX WR ZDON ZLWK PH
but am getting tired of talking

so ask the sheep their stories,

record them in some gossamer
with feathers that pretend at chough

but are not as black as mine.

Your interruptions are like fences,
granielump style, granitlemp stiles.
Your thoughts fall between brackets,

letting the question mark slide
its curving to end with a thoughtless dot

of promised pathway adherence.

7TKDW:V QRW P\ LQWHUHVW ,.-P D JUDVV
WKDW ZRQ-W OHW JRspkésOO JULS ZLWK LQVLVWH

like exclamations, or one long shout
following behind us as we tramp.

'RQ-W VWRS \HW , FDQ VKRZ \RX PRUH
RQFH ZH-UH KLJK HQRXJK WR VHH EH\RQG WKH KLOO
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Effects of Engines

was read after a visit to

Roskrow Barton Wind Farm

14th ofDecember 2014

With grateful thanks to all at Regpower
for their support and enthusiasm,

and for adding their stories to this work.
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Project Outputs

Publiations

Z}] KA ESZ duEW %Z viu VIO}P} ® %6 GCE CZE}e %@ Z§]
Creative Approaches to Researgl{1) [Forthcoming].

Zhv & DJ]v [O]¥Y'YU Z/vpuv S]}v[U Z» u%o [ v Z }u% E]Je}ve }(
VP]v [ €W} uee

The Clearing

February 2016

http://theclearingonline.org/2016/02/fivenew-poemsfrom-annabetbanksjaccessed
11/2/16)

ZW} the&atchiveandthe enginehousesof West  } G v A[omline essay]
Exegesisssue 3: Landscapes: Digital, Real, Imagined

Oct 2F'2013

ZdZ Ko t]eZ[ v Z v ]vP A]8Z t §3[ €W} uee
ENVQICinnamon Preq®rint)
July 2015

Effects of Engine®oetryof the Boulton& Watt Archiveand CollectedExperiencesf a
Mined Landscape

ChickenBeaBooks(2014)

Performed at Roskrow Wind Farm on Decembéf 2813
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Stamps and StorieRoetryof the Boulton& Watt Archve and CollectedExperiencesf a
MinedLandscape

ChickenBeaBooks(2014)

Performedat KingEdwardmine on August18" 2013

Zzdz , ES ] WHU%R[ €W} u-e
Found Poetry ReviejRrint]
Spring/Summer 2012, p.18

Conference Papernd Presetations

Z }u %o} +d8d €CommunitiesThePoliticsof Narrative Z <}v v [
Writing Communities Conference, Falmouth University
Jul 29 2014

ZW E Réeceptiorand TheFlatUpand Down:GoonhillyW } u |
Cosmographies Conference, Falmouth University

Ju 24" 2014

Archiveto LandscapeDrive'and —/vuv S]}v—]|
Research Bites, Falmouth University

May 7" 2014
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Z Z RiverPoemsArchiveto > v * %o [
Location:Space and Place: ExphagiCritical Issues Conferen€xford.
(Interdisciplinary.net)

Sep11" 2013

ZW} dflue Z]v ECl1% E} 0 ul% Eul]ee]}v]
Great Writing International Conference, London

Jun 30, 2013

Z d PostindustrialLandscapén Contemporary (E]S] Jeu|[
Rock Jam/Being in/Landscape #2 (CAZ/ Articulating Space Research Group)
Apr 26h 2013

ZW} #he&ATddive andthe EngineHousesof West JEVA oo0]
Falmouth University Spring Research Symposium

Feb 142013

Z W} andlg Archive:ithe progressoftwo %o} ue|
PhD Block presentations 2012, University Arts London
Jun 29' 2012

EnvironmentArchiveand pusSzZ}E&]sSC|
Environmental Utterances Conference, Falmouth University

Sep 2nd 2012
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Z tihat would be givenandall that would be lost: authenticationvs.creationin source
originated %0} S@& C [

Poetry: Writing, Translating, Publislgi Conference, Manchester University

Jun 25th 2012

Z D p $ Mitandis:ThePoetandthe E Z]A |
Graniteto Rainbow:Transmutinghe Materialinto TextConferencelJEA
May 12" 2012

Z/vsSE&} pardmhefoliticsof Wo C|
New Independent School of Réslbphy, University College Falmouth
Feb 3rd 2012

Poster Presentations

ZW} an@le E Z]A |
European Social Fura)13 Showcase

Nov 2292013

Z }po&Hvs§]
Falmouth University Graduate School Launch

Oct 242013

ZW} andite & Z]A |
EuropearSocial Fund Symposium
Nov 26" 2012

ZW} andlep & Z]A |
Affective Landscapes Conference, Derby University
May 23" 261" 2012

262



Exhibition
Z W} an@i@ BoultonandWatt & Z]A [

Cornwall Record Office, Truro

May 2014

Workshops an®electedReadngs

BBC Radio Cornwall
12t October 2015

[Interview and poetry reading]

Secret Poetry Gardefralmouth
2nd April 2015
[Poetry reading]

Z E3S ECaripvall Record Office, Truro
February &, 2015

[Archive materials workshop]

Writing CommunitesConference
July 29' 2014
[Poetry reading]
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Cosmographies Conference
July 24 2014
[Poetry reading]

School party to Carn Brea
[walk and landscape poetry workshop]
20" July 2014

Roseland School, Roseland
18" March 2014
[Archive materials wikshop]

India Kings Poetry Group workshop
220 April 2014

[Archive materials workshop]

Radio Interview, St Austddical radio
8™ June 2013

[Interview and petry reading]

CornishW}u v[e /veS]Sus
15" January 2013

[Archive materials workshop]
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Writing Communities: People as Place
Falmouth University PG/ECR Conference Jilyt3®" 2014 (£25)

Researching place often means researching communities. Landscapes are peopled. History has a
living voice. Researchers not only work with conmities, but also write thenv creatively and

academically.

This Postgraduate / Early Career Researcher conference invites papers around the pleasures and
tensions of writing with/from community engagement. Abstracts from creative writers, artists,
historians, geographers and social scientists are particularly welcome, as well as from any PG/ECR

whose research involves community engagement.
Discussions could include:

- Strategies of engagement (however successful)

- The influence of expectation

- Investigatiove }( 3Z 0oC&] Z/[ ]V % }% 0 |%o0 E 3]A AE]3]vP

- Selection methods of artists using the words/opinions of communities in their work

- Concerns over appropriated voices/artistic license

- How nonCW (creative writing) researchers use CW approaches (pdiicy,description,
etc.) in their research

- Methods & case studies of successful community engagement (from all sides) & writing
strategies of final project

- ,}A 8} ZP]A Il 2 A}E!l 8} §Z }uupv]sC ~ & 3]}ve (E}u 8Z )
work/identificationwith it

- Work with online/subcultural communities
These are only suggestions. Any abstracts around the conference theme are welcome.
All delegates will be invited to read some work at the drinks reception on the evening of'the 29

Please send abstcés of no more than 300 words, with a brief biography, to

writingcommunities@hotmail.cofto arrive byMay 18" 2014.
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Stamps and Stories Feedback Form

dZ vl Clp (JE }u]vP &} &} C[+ & ]vPX

TodaC[+ AYEI ]+ % ES& }( E §]A AE]E]vP WZ X Wo « &1 (A

feedback to Annabel.

There are also voice recorders available if you would like to add more thoughts.

Had you heard of the Boulton and Watt company? Y/N
] Clu IviA }us 8z "t €& Z]A §38Z }EVWNoo Z }E [+ K((]
Have you visited King Edward Mine Museum before? Y/N

Have you attended any other poetry events in the last 3 months? Y/N
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For the next set of questions please make a mark on the line to show your level of agreement

with each statement, e.qg. — I'

Yes No

| recognised stories in the work from my own experiences of Cornwall

None All

| generally feel connected to the Cornish industrial past

Not at all Very connected

| felt more connected during/after the performance

Not at all More connected
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| generally feel connected to the Cornish landscape

Not at all Very connected

| felt more connected during/after the performance

Not at all More connected

| generally feel proud of Cornwall

Not proud Very proud

| felt prouder during/after the performance

No change Very proud
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The poetry told me something new about the Cornish past

Disagree Agree

The poetry told me something new about the Cornish landscape

Disagree Agree

The poetry showed new ways to look at things familiar to me

Disagree Agree

Creative work can promote understanding of different points of view

Disagree Agree
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Finally:

Isthere anything you would like to add?

You can also speak directly into the voice recorders that are available.

Age: 09 16019 229 339 4419 509 60+

Gender: Male Female refer nBt to say

Thank you for taking the time to fill in this feedback form.
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SelectedFeedback

Workshops

Formulating glimpse of Cornish history from a different direction Although not a poet will

certainly be inspired after today

/ Z o0]3%0 ]Jv8 & 3 ]v }EvV]*Z u]v]vP A v §Z}uPZ /[A o]A I1A]-
now | find myself absolutely fascinated!! ((this persona also moved the agree sign with an

*8 EJel ( E 8} 8Z 0 (8 }( 8Z «p 3]}v B/ ZUAESZ E]YvIWIEC[S] A
§Z u ¢[X

To reach different groups in Cornwall is necessary + desirable to use different access
approaches. There is already quite a powerful body of visual and aural/oral art in Cornwall

but wordsin poetryrather than song are, § ZJvIiU §Z u]ee]JvP &S (}EuUX v SZ C

the reader which is a powerful way to link humans with history.

((this person had never heard of B&W before and still says they are uninterested in Cornish
miningv Z}A A EYee W E-+}v 0o0 CirEhe bun@n]intdred staries in this work,
informs my poetry/inspires me to write. Struggle with the other details but this is due to

health issues. Love working with Annabel, a delight an explains everything as clearly as poss.

Approachable, sensitiveto C *SEUPPo0o ¢« v ( ]Jo]S § ¢ %} SEC]

| agree vith [the question on art projects] being usetal link past writings articles and
stories with artistic projects of now brings the old into focus. Makes it real so more. The spin
off is the reverse interesh industrial heritage sites, object, writings makes creative writing

t poetry-making less selfonscious. More enjoyable.

IfTuZ @ (}JE 3Z %} SEC +] v ]V[8§ZA upZzZ]vs & 351 vC |
Z]*8}YEC Z+Su(([ ~ipe+$ averpPcaniemplrasy]/daet.
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Stamps and Stories

A wonderful and different way of connecting with the past without the pretensions of living

history for example which | find too estranged from contemporary experience

Very moving and thoughtful conneatis between different times. | know the B&W material
well, and I wish that Paul Bro(ulg?) who used to manage CRO could have been here to see
what magic you have woven from it. He always had a wish to see something like this from

that collection and you has/made it come alive | loved it!

Poetry about mining in mine buildings very atmospheric and really helps visualise the
words! Paintings to accompany the poetry would be fantastic in the form of a béakt
le}v[e u]v]vP &3 A}po ines % E( X

V EC « ve]3]A 0C Vv %}A E(nooC o0]A E X =+ CJvP ZK% Vv % }
e 8Z %] SHE X z}H }% v uC Z &S o0]850 S8} CX

This was so well presented , well done!

Having been to the mine | would like to come again. It need®tsignposted as it is
difficult to find. The stamps were like a beat to a piece of music + | found myself tapping my

feet to the rhythm. | thought | heard the first few beats of a concert.

Being a proud Cornish mans (woman) | am always thrilled to fistan about days gone by.
This was a very clever/interesting take which is new to me and very much enjoyed, Thank

you.

Very good! Would like to read the poems!

| found the poems connected the Cornish and mining history/heritage and landscape with

the present day as well as looking at the future and current issues. | learned more of the
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mining past of Cornwall and gained an understanding of Cornwall thought the poems and
words and experiences of the people at the mine. Today | experienced how the laaddcap
Cornwall and mining are interconnected + how the people of Cornwall (Cornish and visitors)

link + connect to both aspects.

| felt this was an imaginative way of presenting your work. Enjoyed the contrast between
heavy industry/cerebral poetic; losssion of future. As a person just visiting Cornwall |

enjoyed this insight into the industrial past. Thank you.

Although | am very familiar with KEM being the wife of a volunteer I still found myself
looking at it with different eyes.

| enjoyed the ingéraction of poetry and information, and the fact that the inspiration for the
poetry came from the present as well as the past, and from more than just the mining

scenario. | thoroughly enjoyed it.

| think the abstract stuff takes longer to digest ancuehe me, and | think that would be
difficult to identify anyway. What | can feedback on though is the effect of the stories and
the statements which were more direct and placedire decade, for example the man
talking about the board at the end and hotmade him sad because it had become an

artefact

Was gad to intersperse the poems with statements and demonstrations. Kept my
attention. | don'tfeel more connected to the past, | think, what struck me was more the
present day statements around poverfylitics, identity, etc. That really struck a cord (sic)
and was worth saying and rarely said! You dealt with this stuff in a very gentle and

respectful way. | could also tell how much you loved spoken word and your subject.

Thank you very much indeedrfan impressive entertaining fun interpretations of a piece of

Cornish history. Good portrayal!
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This was a fascinating amalgam is history science and magic. The mixture of poetry and tour
guide and the audience participation brought the place and pasot]( Jv. A C /[A Vv}$§

seen before.

Brilliant, I really enjoyed this Annabel.

| enjoyed the juxtaposition of poetry with the mining environment and how the machinery
worked with the interspersal of spoken word. The stories and poems were visuhlly ric
encompassing many aspects of Cornish life and landscape. As a performance | found stamps
and stories interesting and engaging. | have a new appreciation for Cornwall and its

industrial past. Thank you.

Composed and read with great feeling. An excelfgerformance. Thanks.

Very interesting to get a more artistic interpretations of what is generally viewed as a

mechanistic site

| feel that your reading was more evocative and tuneful to the subject towards the end the

end thv | would have liked to éve seen the poems or some of them on ffegethis visual

aspect might have informed my perception of the work and | wonder whether it is poetry to

be read rather than heardrhe mine and its processes are full of sounds, rhythms, whispers

and engulfing pndemonium and | felt that the work could have been an echo or

counterpoint to some of these for instance the stamp moving from a rolling percussion to a

*}o] 016 EZC3Zu AZ v + 830 X/ uPo |/ u Vv % ] 00C e} «
poetrywith u}E pv E+3 v JvVPX / AleZ Clu A oo ]Jv C}uE Z3p ] «[M

clearly devoted research and determination to utilise many contributing resources.
Would like to read the poetry published. More pleased | came than expected. Enjoyed

repetiiono( *}ju % ZE « « XPX ZE Jv Jv e« ve&EsQevergbitegad }us
that before)Thank you.
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Effects of Rgines

Enjoyed the different voicescould you develop this further for performance + or/
publication? Also liked heaving the techrisale of the work and the visit to the wind farm.
As an event this worked well as it broadens access to technologies that surround us

everyday.

| enjoyed the combination of being into the landscape and the poetry, it helped to set the
scene and root thevords in place. Although | am familiar with the archive, the performance
gave a new insight into something familiar. Elements of the poems transported me to point

]Jv }EVA o0[* % *3 vV oV e % Vv E}uPZ3 3Z u ]Jvs} §8Z E}}uX

It was a privilege to get chance to visit the wind farm too!

Very good expression of landscape and connectivity. | really liked the connections with

stone and trees.

vv oU C}uE A}EI ] A}Jv. E(poX / (Juv 3Z % E(}EU V  ]Ve%o]
connecting the ladscape and industrial past through archives and wind turbines are
brilliant!

| enjoyed this new experience very much!

If the weather was better it would have been good to have had the reading on site with the

noise of the blades beating a constant beat
The visit to the wind farm was interesting although it is a familiar part of the Cornish

landscape one rarely, if at all, gets that close to one. | enjoyed the poetry with the

interjections from the perspective of the archivist.
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Really enjoyed ithanks. Can see how it would have probably been more powerful for your

to do the reading up at the farm. Would like to have the chance to read the work at my own

pace as well.

[ ipes Z A % E} o u Al3Z §Z A}E Z% E}u [ Azthiz 1« Azl 2 1 Z .
guestion but overall this poetry embodies the complexities of Cornishness as it is suggested
by and related to landscape history and so on. So rich this stuff and such sophistication of

thought and practice.
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Books

| foundtheonesle A Z 0]J]A E [ § < D E]JvP]vP SEpu Jv uC E=* *% ]
the switches [Panel]. | felt like rain and struggle came through a lot and they made me think

a lot. | will read a few times more.

| already have a favourite. [ think@& ( e S} *}u *Sp VvSe }JE S]vP €dE A]§2Z
DC pPZS8 E Z » 0 (8 }EVA 00 8} 8 ES u]v]vP VvP]v E[* i} X /g
know] who worked at Crofty and Jane and Billiton Minerals at Bissbemoy also. | have 2

people h mind [to givecopies of the books to].

The buildings tell a different story every time you visit don't you think.... sometimes they are
in sunlight and you can imagine a busy day in history and it all working and then sometimes
on a grey day they strikeoyr heart that they are now really a thing of times gone by and

have such a significant footprint in our lives... | hope the buildings last for many generations
to come and that your poetry and books etc., last for many generations to come and | would
loveto be able to leave the poetry you give to me for my future grandchildren with a little

note from yourself inside, that would be rather special wouldn't it?

My first impressions [were] of struggléhe power of rain and water and contamination of

water you show many other sides/perspectives, this one comes through on top for me

The performance was so close to mining machinery and this feels closer to the archive

| was surprised to see the word county remembered you saying it at the time and | knew

§Z & Alpuo lu % }% o0 AZ} ] v-35 o]l ]8U pus Jv 8Z %} u ]3]
Boulton and Watt | suppose.

When | heard you read it you had your own rhythms and pauses and way of saying things. |
remember you made a fist and gestured thriog along with the words of the poem and

Az v I E §ZsS PlJv/ EEuu & ]85 v ]S u ]S ut®&® (}E& (pos
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remember a lot of the poems and when | was reading them | found my own little favourite

bits, like the Trevithick poem.

Really useful to see the shape/ forso | could try to find out what was archive and what

was letters.

| liked reading the first poem again. | understood what was happening with it in the

performance but it was good to pick those up again and followrthierough the poems

| think | wrote on my feedback that | would have liked to take away the poems. Perhaps |
A}upo v[8 Z A 3Z}uPzZ38 }( <IJvP (}JE 8Z u pu3 CIp P A pe 8Z}e o
words set out nicely that | wanted to see how you hadaged the rest on the page. And |

wanted to read them again too.

When | heard you read it you had your own rhythms and pauses and way of saying things. |
remember you made a fist and gestured throwing along with the words of the poem and
whenlreadthat P Jv / E uu & ]88 v ]S u ]S u}& (}E& (poX € ps
remember a lot of the poems and when | was reading them | found my own little favourite

15U o]l 8Z d@& A]SZ] | %} uX / A}V[SE P} % *8 §Z 3 3u 8Z =+ u

| could see thelsape, the form of the words. | could try to find out what was archive, what
was letterv like in the Stamps and Stories poem, how they were working together, getting

mixed up.

/[« & 00C (}E& u U AZ §/ o]l U Z AJvP 8Z uwWerdEdno 3Z]vPX / o}
letters. Without a recording [of the reading] the artefact means | can return to it. The

reading had its clear links because of where we were, and was more distanced from the

letters. The poetry book feels closer to the letters, because itpepand words. There is

Uur@E& }( JE § }EE *%}v v X [§]e I(( E v A% E] v X/ (
close to the mining history, with the machinery and the direct mentions of Boulton and

Watt, but the books feel definitely closer to thecaive, and it brings me with it.
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If I had had the books after the readings | would have gone home and read them straight
away. | liked guessing at what was archive and what was modern. You gave us clues on the

page. It was like a treasure hunt.

| found my own words in the poetry when you read it and | am so pleased to have them
written down. | think | have found myself again in some of the other ideas. Only you and |

IV}A AZ § A «] v [ &Z]vl §Z §[» 0}A oCX

It was good to read the poems again,gee them written down and the way they sit on the
page. It makes such a difference to read them after hearing you read them. The bits you
repeated, bits about rain, | see them and remember the reading. | have found a lot of new

ideas in the poems now bno read them.

| had fun on the trip to the wind farm but the mining performance was stronger, for me. But
| prefer reading the engine house poems. They work really well on the page. Your questions
about feeling more connected to Cornwall. | would prolyadshswer that more strongly

now. Because | can see your connections and it makes you think, doesn't it.
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