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Abstract

This thesis begins with the questions: (1) How does change of place affect a writer’s poetics?
and (2) How is that change mediated through writing? Elizabeth Bishop’s move to Brazil and
the combination of her published literary works, correspondence, and archival materials
provide a rich set of materials for a case study on the topic of change of place and poetics. This
thesis argues that for Bishop: (1) mediation of a new place requires surprising intersections
between place and memory, and (2) change of place reinforces her poetics of juxtaposition.
Over the course of Bishop’s Brazilian years, juxtaposition provides a vehicle for her mediation
of the new place while her ability to incorporate her Brazilian experiences into her
compositions through juxtaposition simultaneously reveals her deepening understanding of the
nuances of Brazilian life, demonstrating her evolution from tourist to dweller.

Theoretically, this thesis establishes the concepts of place and mediation within
constructivist and experiential frameworks and proposes that mediation of place can be seen
through the process of writing and revision. This, in turn, can be visualized through a
combination of digital humanities deep mapping and genetic criticism. Bishop’s early
approaches to mediating Brazil included repurposing material she had composed in Nova
Scotia to a Brazilian context, attempting to physically situate her poetry, and limiting the
geographic scope of her compositions. Her Brazilian poems were completed in short bursts of
productivity that were interspersed with longer “fallow” periods during which she wrote prose.
These pauses represent periods of “poetic instability” that were followed by stable periods
when Bishop realized changes to her poetic mediation of a new place. Writing prose let Bishop
experiment with new techniques while also providing an alternate approach to mediating place.
Bishop’s literary works interrogate the disjunction between place and the idea of the place, and

her late Brazilian poems directly engage this disparity.
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Résumé

Cette thése commence par les questions suivantes : (1) Comment le changement de lieu affecte-
t-il la poétique d'un écrivain ? et (2) Comment ce changement est-il médiatisé par 1'écriture ?
Le déménagement d'Elizabeth Bishop au Brésil et la combinaison de ses ceuvres littéraires
publiées, de sa correspondance et de ses documents d'archives constituent un riche ensemble
de matériaux pour une étude de cas sur le theme du changement de lieu et de la poétique. Cette
thése soutient que pour Bishop : (1) la médiation d'un nouveau lieu nécessite des intersections
surprenantes entre le lieu et la mémoire, et (2) le changement de lieu renforce sa poétique de la
juxtaposition. Au cours des années brésiliennes de Bishop, la juxtaposition fournit un véhicule
pour sa médiation du nouveau lieu, tandis que sa capacité a incorporer ses expériences
brésiliennes dans ses compositions par le biais de la juxtaposition révéle simultanément sa
compréhension approfondie des nuances de la vie brésilienne, démontrant son évolution de
touriste a habitante.

Sur le plan théorique, cette thése établit les concepts de lieu et de médiation dans des
cadres constructivistes et expérientiels et propose que la médiation du lieu puisse étre vue a
travers le processus d'écriture et de révision. Ceci, a son tour, peut étre visualisé par une
combinaison de cartographie profonde des humanités numériques et de critique génétique. Les
premieres approches de Bishop a I'égard de la médiation du Brésil comprenaient la réadaptation
du matériel qu'elle avait composé en Nouvelle-Ecosse a un contexte brésilien, la tentative de
situer physiquement sa poésie et la limitation de la portée géographique de ses compositions.

Ses poémes brésiliens ont été réalisés dans de brefs ¢élans de productivité entrecoupés de

' "

longues périodes de " jachére " pendant lesquelles elle a écrit de la prose. Ces pauses
représentent des périodes d"instabilité poétique" qui étaient suivies de périodes stables au

cours desquelles Bishop réalisait des changements dans sa médiation poétique d'un nouveau



lieu. L'écriture en prose a permis a Bishop d'expérimenter de nouvelles techniques tout en
offrant une autre approche de la médiation du lieu. Les ceuvres littéraires de Bishop interrogent
la disjonction entre le lieu et l'idée du lieu, et ses derniers po¢mes brésiliens abordent

directement cette disparité.

Mots-clés: Elizabeth Bishop ; Brésil ; lieu ; poétique ; humanités numériques
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1. Introduction

In a manuscript draft of her unpublished poem “Florida Revisited,” Elizabeth Bishop writes,
“Change is what hurts worst; change alone can kill. / Change kills us, finally — not these
earthly things.”! She composed this poem late in her life and had hoped to add it to her final
collection, Geography III. As biographer Brett Millier notes, Bishop tried to finalize this poem
in August 1976, three years before her death, and the poem “revisits both the state... and her

2 about Florida, which appear in her collections North & South and A Cold Spring.

early poems
Although Bishop did not finish this poem, it offers a brief retrospective of the themes that most
engaged her over the course of her literary career. Despite the harsh lines about change, her life
was defined by it, in particular by change of place.

Bishop was uprooted several times in her childhood, moving between relatives and
schools until she graduated from college. With no fixed home to which she could return, she
traveled to France, Washington D.C., Key West, Florida, New York City, and, eventually, to
Brazil, where she lived for nearly twenty years. Even then, she remained unsettled. Bishop
arrived in Brazil in November 1951 and officially moved to Boston in 1970, but during this
period she traveled to Europe and throughout Brazil and briefly lived in Seattle. She also
gradually accumulated a surplus of homes in Brazil. Bishop and her partner Lota de Macedo

Soares shared a house called “Samambaia” in Petropolis and an apartment in Rio de Janeiro.

Bishop eventually purchased her own house in Ouro Preto and named it “Casa Mariana” for

! This manuscript draft appears in print in Brett C. Millier, Elizabeth Bishop: Life and the Memory of It (Berkeley,
CA: University of California Press, 1992) and in EAP. The two versions differ significantly. Millier’s version
mostly replicates Bishop’s typescript and follows her handwritten notes regarding stanza order, although two
stanzas appear to be missing entirely, one of which reappears in a later manuscript draft. Quinn publishes a scan
of the original manuscript (shown in Figure 1) and attempts to incorporate all of Bishop’s handwritten notes and
corrections in her transcription. It is more complete than the Millier version but involves a significant amount of
interpretation. Both Millier and Quinn print the first of Bishop’s three drafts of this poem, which is the longest
version.

2 Millier, p. 523.



Marianne Moore. After Lota de Macedo Soares’s death in 1967, Bishop found it difficult to
stay in Brazil. Settling the estate was complicated, and she lost much of the social support and
goodwill that she had enjoyed during de Macedo Soares’s life. Ultimately, Bishop settled in
Boston and lived there until her death in 1979.

“Florida Revisited” was composed after Bishop’s permanent return to Massachusetts
and illustrates two questions that motivate this dissertation: (1) How does change of place affect
a writer’s poetics? and (2) How is that change mediated through writing? While these questions
could be approached through the works of many different authors, I am focusing on Elizabeth
Bishop as a case study. Bishop often writes about both place and the nature of memory — the
act of remembering — and questions the myriad ways that place and change intersect. This thesis
argues that in her compositions, Bishop addresses the fractures generated by change of place
through juxtaposition. Rather than synthesizing two opposing ideas, she places them side-by-
side, and the resulting uneasiness animates her most effective pieces of poetry and prose. This
method aligns her more closely with a Romantic rather than a Modernist tradition, although
her compositions often counter Romantic ideals.’

Despite repeatedly opting for change in her own life, in “Florida Revisited” (Figure 1),
Bishop’s speaker claims that it is painful to the point of death. Yet in the next line of the
manuscript, the speaker resists lack of change as well, stating: “One hates all this
immutability.”* The line opens with unequivocal emotion expressed in forceful, monosyllabic
terms and then ends with an odd, polysyllabic word that recalls Percy Bysshe Shelley’s poem
“Mutability”” with its closing lines, “Man’s yesterday may ne’er be like his morrow; / Nought

may endure but Mutability.”> While Shelley claims that life’s only constant is change, Bishop

3 Bishop’s resistance to the sublime is discussed in Chapter Two.

4VCSC, 1. 64.24.

5 Percy Bysshe Shelley, “Mutability ["We Are as Clouds That Veil the Midnight Moon"] by Percy Bysshe
Shelley,”  Poetry  Foundation  (Poetry  Foundation,  2022), accessed 29 July 2022,
https://www.poetryfoundation.org/poems/54563/mutability-we-are-as-clouds-that-veil-the-midnight-moon.




refers instead to the capacity to change. Thus, what is hated is resistance to change, not change
itself. The word “immutability” is like a wall, difficult to cross. The period, the only
punctuation in the line, reinforces the statement’s finality, and the use of third person frames
the line as an objective truth. The speaker as a subjective figure does not hate the inability to
change; rather, it is impersonally and universally loathed.

After this series of abstractions, the stanza ends by situating the speaker in the specific
place named in the poem’s title: “Finally one hates the Florida one knows, / the Florida one
knew.” While place is clearly defined, time remains ambiguous. The shift from present to past
tense splits the perspective so that Florida is simultaneously encountered it its current and
former states. Both versions are hated, but is this due to change or the inability to change?
Bishop famously self-corrects in her poems to show “a mind thinking,”® which gives the reader
the impression of discovery through sensing and thinking along with the speaker. The slight
correction of tense from “the Florida one knows” to “the Florida one knew” creates this
cognitive effect: The present slips into the past at the moment of reading, so the correction
mimics the passage of time. The poem’s continuation also contradicts the word “finally,” which
is repeated twice in two lines. None of these lines are, in fact, final. Both place and time
continue to change, regardless of the speaker’s opinions of both, and this small gesture

undermines the earlier statement of “immutability.”

¢ Pr, “Gerard Manley Hopkins: Notes on Timing in His Poetry,” pp. 468-474. As an undergraduate student at
Vassar College, Bishop wrote an insightful essay on the poetry of Gerard Manley Hopkins. She cites the line
“Their purpose was to portray, not a thought, but a mind thinking” from an article by Morris W. Croll on “The
Baroque Style in Prose” and connects this to both Hopkins and to seventeenth century Metaphysical poets, who
originated this manner of poetic timing.



Figure 1: The first of three manuscript drafts of “Florida Revisited’”

The stanza about change marks the halfway point of the first draft of this poem. As seen
in Figure 1 above, Bishop reorders the lines so that the closing stanza becomes the opening.
She establishes the present-day Florida through a series of observations; however, unlike the

typical accumulation of details viewed through her famous eye, these parts synthesize into an

"VCSC, f. 64.24.



incorrect whole. The speaker mistakes a piece of driftwood for a dead bird and experiences the
disorientation of closely observing an object but not comprehending it. This sharply contrasts
with Bishop’s highly anthologized poem “The Fish” in which close observation of an animal
leads to a nearly spiritual recognition and release. Instead, this impression of Florida is a lie,
and the present, although it resembles the past, is not the same.

The perspective then expands to encompass the trees, birds, and sea. The speaker
enumerates each sad aspect that “still goes on and on, more or less the same” and adds “... for
over half my life-time.” The persistence of place is set against personal loss, and the draft
becomes melodramatic. Bishop does not manage to excise the ... many deaths, / how many
deaths by now, [and] love lost, lost forever” which she elaborates in the margin with “many

78 and the poem

deaths by cancer, & suicides — friendship & love / lost, lost forever—,
devolves into the kind of overwrought sentimentality that she could not tolerate and
systematically cut from her drafts prior to publication.” Still, the outpouring of emotion

demonstrates that the Florida of the present is distorted by the speaker’s memories and that

place cannot be disentangled from personal experience.

1.1 Contextualizing Bishop

As a writer concerned with geography, cartography, and nature, Bishop examined the places
where she lived in a variety of written contexts including her journals, manuscript drafts,
correspondence, essays, and poems, which provides rich material for criticism. Her move to

Brazil in November 1951 is of particular interest due to the striking differences between places:

8 EAP, p. 177.

% Richard Flynn suggests that part of Bishop’s aversion to excessive sentiment stems from her childhood. He says,
“Bishop also associated sentimentality with cruelty. Near the end of her “long sad tale” about her abusive Uncle
George, she remarks, “What I dislike even more than the streak of cruelty almost is his dreadful sentimentality -
I guess they often go together. His eyes were always filling up with tears, etc.” (VC 118.33; qtd. in Goldensohn
“Approaching” 19),” in Richard Flynn, “Elizabeth Bishop’s Sanity” in Elizabeth Bishop and the Literary Archive,
ed. Bethany Hicok (Ann Arbor, MI: University of Michigan Press, 2020), p. 48.



from Nova Scotia and New England to the tropics and from flat, coastal land with seemingly
endless horizons to “straight up the side of a mountain™'? in Samambaia. When she moved
from north to south, the stars and seasons reversed, and she encountered entirely new species
of plants and animals. As she wrote to Dr. Anny Baumann on 28 July 1952, “my Anglo-Saxon
blood is gradually relinquishing its seasonal cycle and I’'m quite content to live in complete
confusion, about seasons, fruits, languages, geography, everything.”!'! Bishop’s literary
preoccupations, her extensive archive, and the dramatic geographical changes make her work
particularly well suited to the questions presented above.

Although Bishop’s published works have been analyzed, her archive has grown over
the past two decades, affording ample material for fresh readings. In the introductions of two
recently published essay collections, the editors describe how the expansion of Bishop’s
archive continues to complicate our understanding of her work.!? The aloof and perfectionist
“Miss Bishop” of the 1980s has been replaced with a complex figure who survived abuse,
struggled with alcoholism, and had several affairs, while her reputation as an exacting artist
and committed correspondent and friend have solidified. New editions of her correspondence
continue to be published,'? and while the first generation of Bishop scholars collected and
prepared her extensive archive for publication and uncovered and recorded elements of her
biography, establishing her as a subject worthy of study, recent scholarship has followed
diverse paths of critical inquiry, drawing from interdisciplinary fields ranging from disability

studies to ecocricitism.'

1004, p. 233, letter from Bishop to Ilse and Kit Barker, 7 February 1952.

" Ibid., p. 243, letter from Bishop to Dr. Anny Baumann, 28 July 1952.

12 See Hicok’s Elizabeth Bishop and the Literary Archive and The Cambridge Companion to Elizabeth Bishop,
eds. Angus Cleghorn and Jonathan Ellis (Cambridge, UK: Cambridge University Press, 2014).

13 Langdon Hammer notes that Bishop’s epistolary exchanges with May Swenson and with Marianne Moore are
being prepared for publication in “Letters: Elizabeth Bishop's 'Art Form or Something': Langdon Hammer,” The
New York Review of Books, June 25, 2020, https://www.nybooks.com/daily/2020/02/25/letters-elizabeth-
bishops-art-form-or-something/. These new volumes will join the already published collections of
correspondence: One Art: Letters (2015), Elizabeth Bishop and The New Yorker: The Complete Correspondence
(2011), and Words in Air: The Complete Correspondence Between Elizabeth Bishop and Robert Lowell (2010).
14 Some examples include: Marilyn May Lombardi, “The Closet of Breath: Elizabeth Bishop, Her Body and Her



My approach differs from existing scholarship in its specific focus on change of place
and compositional mediations of that change. While Bishop’s poetry explores themes of
geography and cartography, past readings have not, for the most part, been concerned with
place phenomenologically or experientially. Anne Colwell’s study of embodiment in Bishop’s
work, Inscrutable Houses, touches on certain experiential elements related to the subject of this
dissertation, although I focus specifically on Bishop’s stay in Brazil and experience of place
whereas Colwell analyzes the development of Bishop’s poetics of the body across her entire
literary career.!> Sarah Giragosian and Charla Allyn Hughes both contributed chapters to
Elizabeth Bishop and the Literary Archive, edited by Bethany Hicok, that examine place more
critically and will be discussed in the second chapter.!® Giragosian’s “Elizabeth Bishop’s
Geopoetics” offers a geocritical reading of Bishop’s poem “The Mountain,” while Charla Allyn
Hughes’s “I miss all that bright, detailed flatness” outlines Bishop’s months living in the
mountains of Brevard, North Carolina and changes to her poetics during that time, an approach
that overlaps with mine, although Hughes selects a different period in Bishop’s life and focuses
on the incorporation of verticality into her poetics.

Larger critical studies on Bishop regarding geography, cartography, and Brazil itself
provide the foundation for this dissertation. The Geography of Gender, edited by Marilyn May
Lombardi, situates Bishop’s geographies in feminist, queer, and Freudian criticism.!” Eleanor
Cook considers cartographic themes in both Bishop’s writing and as a visual element in her

book design.!® Cook also discusses Bishop’s poetics but describes her extensive formal

Art,” in Elizabeth Bishop: The Geography of Gender (Charlottesville, VA: University Press of Virginia, 1993)
and Sarah Giragosian, “Elizabeth Bishop’s Geopoetics,” in Elizabeth Bishop and the Literary Archive. Recently
published, Elizabeth Bishop in Context, ed. by Angus Cleghorn and Jonathan Ellis (Cambridge, UK: Cambridge
University Press, 2021) collects short essays on Bishop that are grouped by “contexts” such as Places, Forms,
Identity, etc. addressing topics ranging from race to animals to the Cold War to psychoanalysis.

15 Anne Colwell, Inscrutable Houses: Metaphors of the Body in the Poems of Elizabeth Bishop (Tuscaloosa, AL:
University of Alabama Press, 1997).

16 Charla Allyn Hughes, “I miss all that bright, detailed flatness,” in Elizabeth Bishop and the Literary Archive.
17 Marilyn May Lombardi, ed., Elizabeth Bishop: The Geography of Gender (Charlottesville, VA: University
Press of Virginia, 1993).

18 Eleanor Cook, Elizabeth Bishop at Work (Cambridge, MA: Harvard University Press, 2016).



variations, allusions to poets such as Herbert, Stevens, and Whitman, and connections to
Biblical texts and hymns. George Monteiro and Bethany Hicok have both written extensively
about Bishop’s time in Brazil, but they prioritize the cultural, linguistic, and political
dimensions of her stay.!” Monteiro identifies the influences of Brazilian poetry and the
Portuguese language on Bishop’s work, and Hicok considers her socio-political development
in her adopted country. These studies provide invaluable context for all subsequent work on

Bishop’s Brazilian years.

1.2 Juxtaposition as Mediation

Whether through a sublime encounter or close observation of local nature, perception of place
can alter one’s poetics. Moving to a new place and interacting with unfamiliar landscapes and
terrains can certainly elicit changes to metaphor and other types of descriptive language. For
Bishop, such a shift was only possible via what I wish to call “counterpoints” that served both
as an entryway to the new place and as a source of disorientation. In music, a counterpoint is

20 or an additional

“The melody added as accompaniment to a given melody or ‘plain-song,
musical layer that can either contrast or complement the original melody, and which serves to
accentuate various aspects of it. In other words, counterpoint adds depth to a musical piece by
connecting two sets of sounds and themes. While Gerard Manley Hopkins and T.S. Eliot apply
counterpoint metrically, incorporating two sets of rhythms into their poems, Bishop employs
visual or temporal counterpoints in her poetic compositions through juxtaposition. As seen in

poems such as “Florida Revisited” or “Santarém,” a recent or new experience prompts a

perspectival shift through its connection to an existing memory or place. The unresolved space

19 George Monteiro, Elizabeth Bishop in Brazil and After: A Poetic Career Transformed (Jefferson, NC:
McFarland, 2012) and Bethany Hicok, Elizabeth Bishop’s Brazil (Charlottesville, VA: University of Virginia
Press, 2016).

20 Oxford English Dictionary, “counterpoint, n.1.” OED Online. (Oxford: Oxford University Press, June 2022),
accessed 1 August 2022, https://www.oed.com/view/Entry/42925.




between old and new forms the crux of Bishop’s most effective compositions from her years
in Brazil. Her less successful poems and prose lack the delightful irrationality or surprise of
Jjuxtaposition.

In this thesis, I argue that for Bishop (1) mediation of a new place requires surprising
intersections between place and memory, and (2) change of place reinforces her poetics of
juxtaposition. Over the course of Bishop’s Brazilian years, juxtaposition provided a vehicle for
her mediation of the new place while her ability to incorporate her Brazilian experiences into
her compositions through juxtaposition simultaneously revealed her deepening understanding
of the nuances of Brazilian life, demonstrating her evolution from tourist to dweller.

Defining Bishop’s relationship to Brazil is difficult. She always maintained her outsider
status and thus never quite became a local. She was neither an American expatriate nor a
Brazilian citizen. However, over the course of her twenty years of residence, her relationship
to the place deepened, and her understanding of it grew in nuance. The idea of “dwelling,”?!
although complicated by Heidegger’s insupportable politics, conveys a sense of creating or
building a space and inhabiting it that applies to Bishop’s Brazilian residence. Tom Paulin
discusses Bishop in a Heideggerian context and concludes that she subverts many of his worst
traits through her celebration of “makeshift, temporary dwellings” and “Third World
imagination.”?> While her aesthetic values unquestionably oppose those of Heidegger, I use
dwelling because it encompasses both the conceptual notion and physical act of building.
Samambaia, the mountain home where Bishop and Lota de Macedo Soares lived, was
constructed around them, as they initially camped in half-finished rooms. This idea of
“construction” is central to both placemaking and mediation, and through writing, one may

argue, Bishop built her vision of Brazil.

2l Martin Heidegger, ‘Building Dwelling Thinking,” in Poetry, Language, Thought (New York: HarperCollins,
1971).

2 Tom Paulin, “Dwelling without Roots: Elizabeth Bishop,” Grand Street, no. 36 (1990): 90-102,
https://doi.org/10.2307/25007403.




As Thomas Travisano observes, juxtaposition became a defining part of Bishop’s
poetics when she lived in Florida, and he describes her “trademark™ poetic technique as “a
succession of linked images, usually without supplying explicit connectives.”> He
distinguishes Bishop’s mode of juxtaposition from Ezra Pound’s, claiming that for Bishop,
“each image is sufficiently related to the next in place and time to achieve a primary effect of
continuity rather than of dislocation.” Bishop uses juxtaposition to create a rich sense of place,
combining her observations with memories and history, but this technique requires a certain
familiarity with place and a depth of experience. Travisano pairs Pound and Marianne Moore
as poets who “extended imagism in space, sifting together a kinetic field of objects and

remarks,”%*

whereas Bishop “extends imagism in time by melding a succession of related
images, each in itself a Poundian ‘intellectual and emotional complex in an instant of time,’
into a story.”?® Bishop’s attention to temporality makes her a poet of place rather than of nature,
as her juxtapositions tie memory to place.

While a late poem such as “Florida Revisited” juxtaposes place and memory, an earlier
Brazilian composition such as “Arrival at Santos” shows how place can be considered without
deep, personal experience. The poem ironically engages the dissonance between a traveler’s
expectations and reality. Rather than an exciting arrival at a new port in a foreign country, the
speaker adopts a self-mocking tone in describing an uninspiring scene and asks, “Oh, tourist, /
is this how this country is going to answer you / and your immodest demands for a different
world...”?26 The poem never articulates the tourist’s desires, which are assumed — exoticism,

adventure, and dramatic landscapes — the usual fare. The lack of specificity reinforces that

“here” and “there” could be anywhere. Instead of engaging with a new place, the poem

23 Thomas J. Travisano, Elizabeth Bishop: Her Artistic Development (Charlottesville, VA: University of Virginia
Press, 1989), p. 56.

24 Ibid., p. 72.

% Ibid., pp. 72-73.

% p p.87.
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interrogates the traveler and her desires. Most importantly, the speaker highlights the tourist’s
superficiality and lack of interest in the real place that appears before her rather than the
imagined locale. The tourist would rather visit an idea of a place than its reality.

Still, the speaker of the poem occasionally notices the details that comprise a specific
place. The first moment of disorientation arises from noticing “a strange and brilliant rag”
flying above a small boat with the remark, “I somehow never thought of there being a flag...”
Despite how common and universal this scene might appear, the Brazilian flag offers an instant
of surprise and wonder in the recognition that while “here” could be anywhere, it is, in fact, a
specific place. The triviality of this difference makes it even more striking and encourages the
speaker to consider other possible novelties of this country, such as its currency. Still, none of
the descriptions of the port can rival the liveliness and interest the speaker applies to the
memorable Miss Breen. Throughout the poem, the speaker never mentions her own past or her
hopes for this new place and comments instead on the banal nature of a port with its customs
officials and practicalities. Only the final lines excite a sense of urgency and adventure: “We
leave Santos at once; / we are driving to the interior.” As the poem’s speaker says, “Ports are
necessities,” and they function as a liminal space: a way point, not a destination. The true Brazil
lies ahead, and the word “interior” evokes a sense of colonial discovery, which Bishop
addresses in the second poem of Questions of Travel, “Brazil, January 1, 1502.”

Bishop sent “Arrival at Santos” to Katharine White, her editor at The New Yorker, on
14 March 1952, only four months after her arrival in Brazil.?” She had not yet experienced
some of the most disorienting aspects of her new home, such as “the funniest feeling that
Christmas is coming”?® in July due to the reversal of seasons. Despite promising several more

poems to White, Bishop did not begin to complete poems about Brazil in any consistent or

2 EBNY, p. 77.
.04, p. 239, letter from Bishop to Pearl Kazin, 8 July 1952.
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sustained way until 1955, although her correspondence is full of lively descriptions of the
surprising elements and experiences of her new life. In part, illness prevented her from working
as the allergic reaction that initially kept her in Brazil triggered her severe asthma and
complicated her recovery. Then, as she familiarized herself with this new place and an entirely
new lifestyle as part of a new relationship, she began to experiment with a wide range of literary

forms and voices, returning to short stories for the first time “in ten years”?’

and adopting voices
from the landscape and both real and fictional personas. As she gained first- and second-hand
experience with Brazil, she incorporated them into her writing through juxtaposition.

In the next four chapters, I will discuss Bishop’s mediation of Brazil through writing
and her poetics of juxtaposition. In Chapter One, I establish the theoretical and methodological
frameworks underlying this dissertation, both of which are grounded in constructivist and
experiential approaches to place and to literary scholarship. Specifically, the concepts of place
and mediation are examined, followed by an overview of the digital and archival methods used
to identify and analyze “mediation” of place. In Chapter Two I apply this framework and
methodology to Bishop’s initial attempts at composing poems about Brazil. The chapter begins
with a description of the traits that comprise the four years of Bishop’s “Brazilian transition”
and continues with a discussion of three distinct approaches Bishop applied in her initial
compositions about Brazil. First, past writing and observations serve as an entry point to a new
place: Bishop repurposes old material in a new context. Second, I analyze an unsuccessful
poem draft in which Bishop observes a figure near the harbor but cannot overcome the physical

stasis that constrains the composition. Finally, I examine a series of drafts that ultimately

develop into a finished poem. During the compositional process, Bishop progressively limits

2 Ibid., p. 249. In a letter to Kit and Ilse Barker, 12 October 1952, Bishop says it has been ten years since she has
“finished” a story. This is a slight exaggeration. Her stories “The Farmer’s Children” and “The Housekeeper”
were both published in 1948 by Harper’s Bazaar and The New Yorker respectively, although the latter had been
accepted several years earlier under a pen name. See EBNY, p. ix and Pr, p. 491.
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the geographical scope of each draft until this initial attempt to write about Brazil becomes a
piece in the voice of a landscape feature.

After this consideration of Bishop’s Brazilian transition period, in Chapter Three I show
that Bishop’s prose efforts, although often unsuccessful, enable her to develop techniques and
a direct, first-person voice that she transfers to her poetic compositions. Despite numerous
attempts at writing travel essays, Bishop was unable to master the narrative form, in part due
to her preoccupation with factual rather than experiential accuracy. Her semi-autobiographical
stories about her Nova Scotian childhood treat facts more flexibly and are more successful
because she prioritizes emotional rather than literal truth. I connect Bishop’s difficulties with
the travel essay form to her stated poetic values, which she refined and articulated in the “late
1950s — early 1960s** while in Brazil: “Accuracy, Spontaneity, Mystery.”?! These elements,
which she captures and conveys in poetry through juxtaposition, provide a greater challenge in
prose, where the temptation to explain for the sake of accuracy subverts the principles of
spontaneity and mystery, although her informal correspondence retains all three elements. Still,
in these prose “failures,” Bishop writes about Brazil for the first time without either ironic
distance or a mediating persona, a voice which she then incorporates into her poetry.

Finally, Chapter Four returns to Bishop’s poetry about Brazil through an analysis of her
Amazon poems. I argue that “The Riverman,” composed before she visited the Amazon,
required multiple mediating personas in order to both establish authority and engage with the
idea of the Amazon. In the poem, Bishop considers the possibilities and limitations of hybridity
and of living in two distinct environments but belonging to neither. “Song for the Rainy
Season,” although not about the Amazon region, was composed four months after her visit

there.Bishop’s correspondence with Katharine White and Robert Lowell reveals her growing

30 pr, p. 331.
31 Ibid., p. 328.
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unease with her poetic relationship with Brazil. Just as she begins to compose poems about her
adopted home more easily, she identifies a need for fractures to avoid the simplistically exotic
and picturesque. While “The Riverman” is often grouped with Bishop’s “true” poems of Brazil,
her first, direct composition about the Amazon is an unfinished fragment, “On the Amazon,”
in which she juxtaposes stasis and movement to portray a moment of dissolution. Finally, in
her late poem “Santarém,” Bishop combines the elements and techniques that she had been
developing in a “true” poem of place, juxtaposing memory, place, and history to depict the

complex nostalgia for a city that had undoubtedly changed after her departure.
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2. The Mediations of Place

“Place” and “mediation” have multiple definitions that subtly change across disciplinary fields,
which makes the terms somewhat elusive. However, both ideas can be connected through 1)
constructivist and 2) experiential frameworks. My understanding of place is shaped by cultural
geographers and phenomenologists who describe how the concept is constructed and
experienced at both individual and societal levels. Place is mediated subjectively as well as
physically, but the idea of mediation also has a more specific meaning in constructionist
learning theory,! which is that the construction of knowledge can be facilitated through the
creation of objects, serving as externalizations of world views that can be interacted with. Thus,
the epistemological process of “mediating place” through writing is grounded in the idea that
knowledge, like place, is constructed, and this process can be seen through iterations of making
and reflection (or in the case of writers through composition and revision).

With this constructivist foundation, I analyze the texts themselves using two methods:
1) deep mapping and 2) genetic criticism. Although the first method is digital and the second
relies on archival research, both provide ways to visualize transitional moments in Bishop’s
biography and in her literary development. To study mediation of place means identifying
transitional moments and then evaluating genetic materials to reconstruct the process.
Alternating digital and archival methods provides two complementary ways of visualizing the

literary creation process.

! Constructivism and constructionism are different terms, and I discuss the salient points below. Edith Ackermann
offers a good comparison of Lev Vygotsky’s social constructivism, Seymour Papert’s constructionism, and Jean
Piaget’s genetic epistemology in “Piaget’s Constructivism, Papert’s Constructionism: What’s the Difference?”
accessed 27 October 2015, http:/learning.media.mit.edu/content/publications/EA.Piaget%20 %20Papert.pdf.
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2.1 Place

When describing the role of setting in fiction, Eudora Welty asserts that place “has the most
delicate control over character” because “by confining character, it defines it.”? In this sense,
place provides an experiential boundary for characters, constraining the potentially infinite
scope of who that person might be. In a fictional context, a character who is raised in a high-
rise apartment building in Manhattan will, naturally, have a different way of understanding and
experiencing the world than one raised on a Nebraskan farm. As Welty later notes, this limit
applies to the writer as well, because “place is where he has roots, place is where he stands; in
his experience out of which he writes, it provides the base of reference; in his work, the point
of view.”* What is observed and captured on the page as well as the diction and metaphors that
are employed all emerge from a situated perspective. Welty’s depiction of place and setting
emphasizes a sense of grounded stability, and for Bishop, this initial point of reference is Nova
Scotia. When she was uprooted to Worcester, Massachusetts by her paternal grandparents, she
understood her new life and living situation in the context of her previous home. Although she
retained a few memories prior to her life in Nova Scotia, these were primarily of specific
moments rather than the routines and rhythms of daily life.

While this notion that place “creates” people is true to a certain extent, interdisciplinary
scholarship has demonstrated that people simultaneously create place on both individual and
societal levels. Since the 1970s and 1980s, cultural geographers have shown that “place” is a
dynamic construction rather than a static environment, and this observation subsequently
changed how both place and setting are interpreted in literature.* Individual identity and

experience influence interactions with place, and our current understanding of intersectionality

2 Budora Welty, “Place in Fiction,” in On Writing (New York: Random House, 2011), pp. 39-59.

3 Ibid., p. 40.

4 Doreen Massey and Nigel Thrift, “The passion of place,” in A Century of British Geography, eds. Ron Johnston
and Michael Williams, (Oxford: Oxford University Press, 2003), pp. 275-299.
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and of the complex interactions between individual, culture, history, and place also complicates
and refines contemporary readings.’

Denis Cosgrove defines landscape as, “...the external world mediated through
subjective human experience... Landscape is not merely the world we see, it is a construction,
a composition of that world.”® Donald W. Meinig adds that the way we see is determined in
part by who we are.” Robert Sack combines these ideas in his assertion that “place depends on
people, who construct and organize it. In these complex ways, self and place are themselves
mutually constitutive” and “all people are geographical beings.”® In other words, while a
physical place might comprise fixed elements such as trees or a mountain or a town of similarly
designed homes, the perceived landscape is determined by the viewer who filters the scene
through past experience and personal qualities. When facing similar homes, for example, a
visitor may struggle to differentiate between them whereas a local can draw from personal
experience and memory to tell them apart more readily. In addition to memory, personality and
interest also shape perception. A painter’s description of a landscape will differ from an
engineer’s just as a child will appreciate qualities that may not matter to an adult. However,
subjective mediation only constitutes one aspect of placemaking.

In addition to the subjective exchange between individual and environment, passive
observation also contributes to the composition of place. Doreen Massey and Nigel Thrift

describe places as “gatherings of habitual practices that are necessarily attached to particular

5 See Gaston Bachelard, The Poetics of Space (New York: Penguin, 2014) and The Ecocriticism Reader:
Landmarks in Literary Ecology, eds. Cheryll Glotfelty and Harold Fromm (Athens, GA: University of Georgia
Press, 1996) on how we are shaped by our environments. Edward W. Said, “Invention, Memory, and Place,”
Critical Inquiry, 26.2 (2000), pp. 175-92 and Sara Ahmed, Queer Phenomenology: Orientations, Objects, Others
(Durham, NC: Duke University Press, 2006) discuss identity and placemaking.

¢ Denis E. Cosgrove, Social Formation and Symbolic Landscape (Madison, WI: University of Wisconsin Press,
1984), p. 13.

7 Donald W. Meinig, The Interpretation of Ordinary Landscapes: Geographical Essays (Oxford: Oxford
University Press, 1979). Meinig proposes an initial taxonomy of how different types of people may see the same
landscape; how who they are determine what they observe.

8 Robert D. Sack, “The Power of Place and Space,” Geographical Review, 83.3 (1993), pp. 326-29.
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locations,”

and this temporality marks another key element of the construction of place.
Eventually “this sedimentation of detail feeds into our general expectation of how the world
will turn up.”!? The constant, low-level reinforcement leaves us with a capacity for surprise by
creating a gap between expectation and reality. When there is “no fixed definition: places are
constantly adding qualities that give them new potentials for action, thus making them into new
‘wheres’ and new ‘a-where-nesses’.”!!

As mentioned above, memories contribute to sense of place, but while I have described
memory as a way of differentiating between similar places through specific associations,
Massey and Thrift show how the opposite may also occur. A given place, for example a home,
becomes familiar through a series of met expectations. Routines create a sense of place through
continuity, and disruptions lead to an instability of that sense of place. These disruptive
moments paradoxically heighten awareness of place, and whatever new quality has appeared
either becomes absorbed into the overall place sense or is categorized as an exceptional
circumstance. For example, when Bishop first arrived in Brazil, she often wrote about the
“unbelievably impractical”'? and “highly impractical”'® scenery surrounding her, describing
the cliffs and the waterfalls and the “clouds floating in & out of one’s bedroom.” She mentions
finding a large hummingbird in the pantry and chasing it out with an umbrella.'* Her initial
letters express a lively wonder and delight at the strangeness she encountered in Samambaia.
By contrast, later letters stop mentioning the peculiarities of her new home as they became

normalized and part of her usual existence. A surprising visitor might be mentioned, but the

dramatic landscape recedes into the background.

® Massey and Thrift, p. 295.

19 Ibid.

1 Ibid.

12,04, p. 234, letter from Bishop to Ilse and Kit Barker, 7 February 1952.

13 Ibid., p. 236, letter from Bishop to Marianne Moore, 14 February 1952.

14 Ibid., p. 238, belated continuation of the letter to Marianne Moore, 3 March 1952.
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In developmental psychology, this ongoing process that Massey and Thrift describe is
known as assimilation and accommodation.!> Mental frameworks, called schema, develop
from repeated experiences, or what Massey and Thrift call “our general expectation.”'® New
experiences are either assimilated into existing schema, essentially confirming expectations, or
frameworks must shift to accommodate the new information. A pivotal moment in “Florida
Revisited” occurs when observations that Bishop’s speaker assumes will confirm a
preconception come to mean something else entirely. Much of the tension in Bishop’s Brazilian
poems derives from this gap between expectation and reality, and she recreates the perceptual
and cognitive processes for the reader to experience the same dissonance or surprise.

While Massey and Thrift explain how place sense develops over time, the “a-where-
ness” or “awareness” they describe is, according to Yi-Fu Tuan, established through another
type of temporality. When moving through a physical space, the surrounding landscape
changes and is continually filtered through the subjective self. At certain moments, a specific
object or occurrence might attract attention, perhaps because it appears “out of place” or some
other aspect foregrounds it (for example a car alarm or a passerby), but usually the landscape
simply serves as a backdrop to thoughts and interactions. Tuan characterizes this dual
experience of “reality as both continuous and discrete, linked and disjunctive.”!” Moments
when time appears to stop allow an active recognition of place, which adds to the development
of a sense of place, but these pauses are temporary, so an impression of a particular place is
more accurately a collection of instances of awareness or observation. In other words, sense of
place develops during moments of reflection while place itself is under constant construction.

As Edward Relph explains:

15 Jean Piaget, The Essential Piaget, ed. Howard E. Gruber and J. Jacques Vonéche (Lanham, MD: J. Aronson,
1977).

16 Massey and Thrift, p. 295.

17 Yi-Fu Tuan, “Continuity and Discontinuity,” Geographical Review, 74.3 (1984), pp. 245-56.
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Landscapes and townscapes are simultaneously the contexts of temporal experiences
and the subject of temporality. They are the settings for diurnal, weekly and season
patterns of human activity, the backdrops and reference points for recollections and

expectations. They are an essential component of the geography of memory.!'8

Sense of place thus arises from a combination of internal and external experiences and
temporalities. Certain memories may be linked to discrete moments of time, such as a holiday
or a catastrophic event, while others are less exact, such as a general seasonal association. A
Brazilian July might feel like Christmas to Bishop, but chasing a hummingbird from her pantry
with an umbrella marks a specific moment.

This temporal layering of place and memory turns people into what poet Gary Snyder
calls “composite beings,” in which the “sole individual identifying feature is a particular form
or structure changing constantly in time.” He marks a paradox in which there is no fixed self
— there are past, present, and future versions — and yet “the ever-present moment holds all
the transitory little selves in its mirror.”! In this manner, place and self serve as foils for each
other as both are composite and created through mediation and exchange. Returning to “Florida
Revisited,” the questions raised in the poem can be reframed via these intersections of place,
self, and memory. “What is this place?” can thus be read as “Who am 1?” Am [ recognizable
after these years and losses? Am [ the still the same person? Is my self-perception as mistaken

as my outward vision?

18 Bdward Relph, “Temporality and the Rhythms of Sustainable Landscapes,” in Reanimating Places: A
Geography of Rhythms, ed. Tom Mels (Aldershot, UK: Ashgate, 2004), p. 113.
19 Gary Snyder, 4 Place in Space: Ethics, Aesthetics, and Watersheds (Berkeley, CA: Counterpoint, 2008), p. 189.
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2.2 Implacement and Orientation

When cultural geographers speak of construction of place, they often emphasize mental and
emotional mediations, but as phenomenologist Maurice Merleau-Ponty has shown, people are
physical beings who undergo a continuous, passive mediation of place through bodies as well
as minds. As with subjective experience of place, physical mediation is marked by disjunctive
moments of awareness. Most often, one simply exists in place without considering it, but
certain moments foreground one’s physical perception of a place, such as a change in the
surrounding environment. Edward Casey names this sense of “being concretely placed”

“implacement”?°

and defines place as “what takes place between body and landscape. Thanks
to the double horizon that body and landscape provide, a place is a locale bounded on both
sides, near and far.”?! In other words, place is not only a location but an encounter, with an
experiential component in addition to a temporal one.

Returning to “Florida Revisited,” the notion of implacement provides another way to
frame questions regarding place and self and the relationship between the two. The poem shows
how understanding of place and self are grounded in perception, which, to borrow Casey’s
terminology, is “bounded.” Bishop’s speaker does not consider infinite situations but a specific
instance. What happens when perception, once interpreted, leads to a flawed conclusion, as in
the poem when the speaker mistakes driftwood for a dead bird? In addition to wondering
whether this flawed external vision might reflect a misunderstanding of self, the poem also asks
whether re-implacement is possible. Can one “return” when both body and landscape have
changed, or is place necessarily transformed with time? From the title of the poem, Bishop

seems to suggest that one can “revisit” but not “return” to a place, while the poem shows the

fractures between expectation and reality.

20 Edward S. Casey, Getting Back Into Place: Toward a Renewed Understanding of the Place-World
(Bloomington, IN: Indiana University Press, 1993), p. 23.
2 Ibid, p. 29.
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David Carr further breaks down the various axes along which place can be defined. He
identifies the zero point where they meet as an egocentric perspective, which introduces a series

of spaces or potentialities for creative exploration:

The parallelism of lived space and lived time leads us to the very heart of subjectivity
itself. Just as the spatial ‘here’ is absolute, representing the ‘zero-point of orientation’
around which all of space arranges itself, no matter where [ am, so the ‘now’ is absolute
as well, the ‘place,’ as it were, where | am always located, even though the content of
the now is always changing. Just as the space of my surroundings extends indefinitely
in all directions, so time, with its two-fold horizon, extends indefinitely into the past
and the future. Opposed to the here is the there; to the now the then. The present, which
is both spatial and temporal, stands out against its background: the absent, in the case

of space, the past and future, in the case of time.?

Space and time extend outward from the fixed point of an individual. “Now” and “then” and
“here” and “there” constantly change in relation to a current, embodied self in place. While
people may be “composite beings,” as Gary Snyder describes, and paradoxical in their
simultaneous continuity and adaptability, the first-person subject persists as the point of origin
and of synthesis.

The range of possible intersections between place, self, and time means that many
potential fractures or gaps also exist — spaces that need to be bridged or integrated in some
manner to create a sense of continuity and narrative. Some of these “fractures” or ruptures

might intersect, or they may occur in a cascading sequence. For example, Bishop’s travel poem

22 David Carr, Experience and History: Phenomenological Perspectives on the Historical World (Oxford: Oxford
University Press, 2014), p. 176.
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“Arrival at Santos,” as described above, does not offer a particularly deep or nuanced view of
Brazil itself. The place does not unsettle the speaker. Bishop composed the poem as a tourist
who had planned a brief sojourn as part of a longer trip through South America. The poem,
therefore, centers the traveler and only touches on superficial differences between North and
South. However, as Bishop’s stay lengthened, she encountered the instability that Carr
describes and began to write about Nova Scotia, and, eventually, to engage with Brazil itself.

Taking this notion of conjunction and disruption a step further, Lawrence Buell
describes the generative friction that develops from the “sense of inhabiting different places
simultaneously” and the “conflicting allegiances” this can create.?* These layers of self are
made up of “an accumulation or composite of all the places that have been significant to a
person, or a people, over time: like a coral reef or set of tree rings.”** Buell identifies potential
for conflict between places, within a single place, and within an individual situated in place.
But what emerges from these areas of conflict? For some writers, the compositional process
may reflect an attempt to repair or to make sense of these fractures within the self. This thesis
argues that Bishop does not reconcile these conflicts; instead, she juxtaposes incongruous
elements to convey the experience of fracture.

When discussing place, self, and composition, I have mentioned subjective mediation
and the importance of the body’s place in the world. In addition to emphasizing physical
perception, Merleau-Ponty notes that, “I can ‘be elsewhere’ while remaining here, and if [ am
kept far from what I love, I feel far from the center of real life.”>> He, too, divides both place
and sense of place between physical and mental states. One can be in a place physically while
inhabiting another mentally. This division may take place through memory, reading, or writing,

as one can be “transported” from immediate surroundings into an imagined or recalled space.

23 Lawrence Buell, Writing for an Endangered World: Literature, Culture, and Environment in the U.S. and
Beyond (Cambridge, MA: Harvard University Press, 2009), pp. 66-67.

24 Ibid., p. 69

25 Maurice Merleau-Ponty, Phenomenology of Perception (New York: Routledge, 2013), p. 299.

23



As I will discuss in detail in the following chapters, part of the continued scholarly fascination
with Bishop’s Brazilian years arises from the short stories she wrote about her Nova Scotian
childhood soon after arriving in Brazil, which exemplify the division that Merleau-Ponty
identifies between writing evocatively about one place and residing in an entirely separate place
(in both spatial and temporal senses).

Despite this attentional split, Merleau-Ponty stresses that individuals experience the
world while simultaneously existing within it. To paraphrase him: one cannot touch without
being touched. While he means this literally, it serves as a reminder of the physicality of writing
and of composing drafts in one place while recalling another place, so the writer’s perspective
is always physically situated and influenced by their immediate environment. Carr further
differentiates the idea of experience, which is “direct” and “immediate rather than mediated.”
Unlike the popular notion of experience which suggests action, he describes direct, received
sensation as “passive or receptive.”®® Once emotions and thoughts are engaged, physical
perceptions are cognitively reshaped or mediated.

Given the subjectivity of both experience and interpretation, the mediating body’s
identity becomes important, as this can affect one’s manner of interacting with the world. In
Queer Phenomenology, Sara Ahmed analyzes the concept of “orientation” and describes how
the language of direction intersects with both sexual orientation and the concept of “the Orient.”
She begins with a paradox: “In order to become orientated, you might suppose that we must
first experience disorientation. When we are orientated, we might not even notice that we are
orientated: we might not even think ‘to think” about this point.”?” Once again the notion of

differentiation recurs. One notices exceptions and moments of divergence from the expected

26 Carr, p. 11.
27 Ahmed, p. 16.
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or prescribed path. Disjunction or disorientation leads to awareness of place and one’s position
within it.

Ahmed’s discussion of phenomenological orientation incorporates queer theory
through the phrase “sexual orientation,” which denotes directionality. During the 1950s, when
Bishop moved to Brazil, queerness was referred to as “deviation” and “inversion,” both of
which suggest a straying from the “straight” path. Applying Ahmed’s precipitating observation
that one only requires orientation if previously disoriented to Bishop provides another way to
interpret both her frequent displacements and the often-elliptical nature of her writing. Thomas
Travisano identifies a kind of queer poetics in Bishop’s deflections that matches the queer
phenomenological orientations that Ahmed describes. Bishop’s poetry does not directly
address her queerness, and the evasiveness regarding this subject gives the poems an elliptical
movement in which the compositions constantly turn in on themselves rather than being
directed outward toward a figure of the beloved.

This inward reorientation occurs during the revision process, as several of Bishop’s first
drafts directly referred to her partners, and these references were removed as she prepared work
for publication. As Travisano notes, “...these poems invite us to consider the obliquities of
self-reference so frequent in her published canon, even in poems not directly or obviously
referencing sexuality.”?® “The Shampoo,” one of Bishop’s early Brazilian compositions and
one of the rare published poems in which her sexual orientation is not entirely obscured, was
rejected by The New Yorker, her main publisher at the time, for both its intimacy and
obliqueness of context, although possibly the situation was not quite obscure enough for the

United States in the 1950s.%°

28 Thomas Travisano, “Bishop and Biography” in The Cambridge Companion to Elizabeth Bishop, p. 34.

2 EBNY, pp. 112-113. White tells Bishop that the editors were hesitating because “The Shampoo” is “a personal
poem in which you do not seem to have described the occasion involved” and finally concludes that “this sort of
small personal poem perhaps doesn’t quite fit into the New Yorker.”
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Ahmed notes that the concept of “the Orient” is mostly used as a foil to define what it
means to be Western. Can the concept of Western culture even exist without the Orient for
contrast? While I have mentioned the use of juxtaposition within Bishop’s compositions, she
herself divides her work between North and South and Brazil and Elsewhere, mutually defining
each category through grouping and exclusion. Implicit in this type of definition is, of course,
the speaker’s orientation. “Arrival at Santos” clearly falls under the category of “tourist” poem,
as a local would have composed an entirely different arrival poem: one of homecoming and
familiarity. The “Brazil” section of Questions of Travel begins with an outsider’s gaze, but also
serves as the collection’s center; “Elsewhere” refers to any and every other place and time,
implying that Brazil is “Here.”

While this schema of East vs. West is both conceptual and ideological, Ahmed draws
attention back to the physical and phenomenological process of travel and change of place. She
defines migration “as a process of disorientation and reorientation: as bodies ‘move away’ as

well as ‘arrive’ as they reinhabit spaces.”?? She writes:

[M]igration involves reinhabiting the skin: the different ‘impressions’ of a new
landscape, the air, the smells, the sounds, which accumulate like points, to create lines,

or which accumulate like lines, to create new textures on the surface of the skin.3!

By applying Ahmed’s description of migration, the micro-drama in “Arrival of Santos” of Miss
Breen’s skirt getting caught on a hook as she debarks can be read as a metaphor for migration
and of learning to physically inhabit a new space. Immediately upon Miss Breen’s release from

the hook, the speaker describes her appearance in detail, with her impressive height and “bright

30 Ahmed, p. 20.
3UIbid.
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blue eyes,” two traits that emphasize her foreignness. Then comes the infamous and atypical
enjambment: “Her home, when she is at home, is in Glens Fall / s, New York. There. We are
settled.” The “s” on “Fall” does fall in e.e. cummings-like typographic mimesis, effectively
disorienting the reader. The speaker skips from the minor boating emergency to Miss Breen’s
appearance to her home in New York with a brief reminder of her displacement — “when she
is at home” — followed by the jarring typographical element. All of the dramas then resolve
simultaneously in a simple: “There. We are settled.” Although “there” means “all set” in
Bishop’s usage, the word choice is part pun and part oxymoron: “There” returns the speaker’s
wandering thoughts from New York to “here” in Santos. Similarly, “settled” typically denotes
quiet stillness or home, but instead the speaker and Miss Breen settle into the routine aspects
of travel with customs officials and other mundanities.

In this stanza, Bishop creates both a sense of displacement and of arrival by placing the
bustle and action of the port next to the idea of “home” and then immediately returning to the
present. In only a few lines, the speaker crosses continents and experiences both disorientation
and reorientation. This technique of linking literal and figurative displacement, although
exaggerated in “Arrival at Santos” with its unusually adventurous typography, already appears

in Bishop’s earliest work. As Travisano notes:

[I]f we remember Bishop’s displacement in “The Map” of an “emotion that too far
exceeds its cause” onto the otherwise apparently innocent “names of cities” that “cross
the neighboring mountains,” we may come to better understand her art of displacement,
which remained throughout her life one of her most pervasive and persistent artistic

strategies.’?

32 Travisano, “Biography,” p. 34.
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As before, Travisano emphasizes the restraint in Bishop’s poetry and identifies similarities
between the careful elision of her sexual orientation and the geographic representation of
emotional displacement. Bishop’s experience of childhood displacement connects to her
poetics as described by Travisano, and his observations about her elliptical writing are
complemented by Ahmed’s queer phenomenology. The juxtaposition in “Arrival at Santos”
also produces an elusive effect. The speaker pairs past with present and harbor with home
within a few words. The tension between places and times resolves through acceptance of the
disjunctive moment and its recreation rather than any synthesis, and the lack of reconciliation

or explanation leaves the fractures in plain view.

2.3 Mediation

In addition to the body as a mediating subject, experiences themselves must be translated into
language with words as the mediating element. As linguists such as George Lakoff and Mark
Johnson and philosophers including Merleau-Ponty, Gaston Bachelard, and Roland Barthes
(among many others) have shown, language derives from physical experience with many
common metaphors situated in a spatial, first-person perspective. Lewis Holloway and Phil

Hubbard describe this relationship between experience and cognition:

People's physical relation to things, therefore, affects the way that they organize and
make sense of their worlds. This means that our knowledge of the world can, firstly, be
said to be created by us (rather than something we simply discover) and secondly,
results from our encounters with things (which are, for example, in front or behind,

above or below, our bodies).>

33 Lewis Holloway and Phil Hubbard, People and Place: The Extraordinary Geographies of Everyday Life
(London: Routledge, 2013), p. 69.
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Holloway and Hubbard encapsulate the two principal elements of this section: first, that
knowledge is constructed and second, that this construction occurs in an egocentric manner.
Descriptive language begins with a body in space, especially when describing place or
orientation. As individuals accrue sensations and perceptions, the spatial sense that develops
also affects language. An infant learns that falling follows a downward trajectory while
something “up” in the air might be beyond reach or unattainable; thus, the physical and
metaphorical actions of reaching are linked. As discussed above, Bishop’s childhood
displacement and resulting disorientation provide a foundational experience to the poetics that
persist through her literary career.

Johnson draws on philosopher John Dewey’s Art as Experience to further elaborate

these processes:

Dewey correctly defines human inquiry as an embodied, situated, ongoing process that
begins with a problematic or indeterminate situation, employs intelligence and
symbolic resources of thought to clarify and seek to resolve the tension in the situation,
and, when successful, transforms the character and quality of the situation. Logical
thinking can thereby actually change experience, because it is in and of that

experience.>*

In Johnson’s analysis of Dewey, he highlights that while language comes from thought,
cognitive processes, or what Carr calls “reflection” (the mediated experience rather than the
direct sense impressions) also shape and change the initial perception. Bishop was a friend of

John Dewey’s daughter Jane Dewey, and the philosopher himself wrote letters of

34 Mark Johnson, The Meaning of the Body: Aesthetics of Human Understanding (Chicago: University of Chicago
Press, 2008), p. 105.
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recommendation for her. Although she claimed to be unfamiliar with his philosophy, her work
enacts the processes he describes.

Bishop is sometimes described as a “cognitive” poet for the way she follows the mind
in action.®> In an undergraduate essay on timing in the work of Gerard Manley Hopkins, Bishop
identifies Hopkins’ ability to show “a mind thinking,” and this quality became one of the
fundamental aspects of her poetics.® Nearly twenty years later in Brazil, she further articulated
her poetics, stating that what she values most in a poem are “Accuracy, Spontaneity,
Mystery,”?” which she finds in poems by her “three ‘favorite’ poets — not the best poets, whom
we all admire, but favorite in the sense of one’s ‘best friends,’... Herbert, Hopkins, and
Baudelaire.” She goes on to analyze extracts of poems from these poets along with lines by
W.H. Auden, Marianne Moore, Robert Lowell, Dylan Thomas, and others to elaborate on these
values and how these elements might be combined in an effective and affecting composition.
In her own writing, she accomplishes these effects through close observations and by relaying
a scene as if it were occurring at the moment of reading in a reconstruction of firsthand
experience.

Given that language is shaped by physical experience while also mediating those
experiences, change of place becomes interesting as it creates potential for changes to poetics,
as well. Moving to a new place and engaging with foreign topographies and rhythms may affect
one’s diction and metaphors. Mark Tredinnick in his study of four contemporary nature writers
contends that a writer’s syntax can be shaped by physical environment. He describes this
exchange as, “...the ways in which place may be said to touch mind and, through it, text; to

fashion diction and syntax, even awareness itself.”*® He contrasts his own ecocritical approach

35 Heather Treseler, “Too Shy to Stop,” in Elizabeth Bishop and the Literary Archive), p. 19 and Bonnie Costello,
Elizabeth Bishop: Questions of Mastery (Cambridge: Harvard University Press, 1993), pp. 148-150 describe
Bishop’s cognitive style.

36 Pr, pp. 468-474.

37 Ibid., p. 328.

38 Mark Tredinnick, The Land’s Wild Music: Encounters with Barry Lopez, Peter Matthiessen, Terry Tempest
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to that of Scott Slovic: “Where Slovic was concerned with nature writing as a state of mind, as
a way of being mindfully in the world, I am interested in nature writing as a way of the world’s
being in us, a way of our entering into and sharing the state of mind of a place.”*® In his analysis
of prose by four nature writers, Tredinnick identifies syntactical elements that correlate with
the places where the writers reside. As he says, “A piece of writing reenacts the land in all its
dynamism through its rhythm and roll, by playing out patterns of sound, through the shifting
dance of tone and timbre—through its music.”*® This idea of “reenactment” suits Bishop’s
cognitive writing style, as well, in which she attempts to recreate an experience as it happens.

While Tredinnick, like Welty, focuses on home and the way that writers might be
grounded in the language and syntax of a place of stability, geographer Yi-Fu Tuan writes
evocatively about how encountering a new place might impact one’s language. He describes

experiencing the desert for the first time:

I saw in the desert landscape, as I could not see in any other kind of landscape, the
objective correlatives of my deepest values and beliefs: simplicity, clarity, purity,
openness, generosity that is as encompassing as the sky, and space that is free of the

lurid dramas of survival.*!

While Tuan’s interpretation of the desert demonstrates a projection of values onto an apparently
empty space — it is difficult to imagine anyone with knowledge of desert life finding it devoid
of survival drama — this sense of recognition and of unlocking some aspect of self through

interaction with a new place is compelling, as is Tuan’s immediate connection to metaphor.

Williams, & James Galvin (San Antonio, TX: Trinity University Press, 2005), p. 25.

39 Tredinnick, p. 25.

40 Ibid., pp. 13-14.

41 Yi-Fu Tuan, “Sense of Place: Its Relationship to Self and Time,” in Reanimating Places: A Geography of
Rhythms, p. 48.
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The landscape provides a fresh vehicle for expression for a characteristic or understanding that
existed within but was as yet unrecognized because it needed another type of language or
expression of emotion through metaphor. Tuan shapes landscape through his particular
subjectivities while also discovering a way to describe an aspect of self through this interaction.
The jolt of recognition, of finding the familiar in an unknown place, surprises Tuan. As Bishop
shows in both “Arrival at Santos” and “Florida Revisited,” these flashes of recognition may
cause opposite effects by either sparking a moment of disorientation or lulling one into

complacency.

2.4 Constructionism

The process of familiarization with a new place can also be described through a framework of
learning, as it involves many of the same aspects of acceptance and resistance and of
assimilation and accommodation to new experiences. As with sense of place, knowledge is
constructed, and psychologists and educators have shown that this construction can be
mediated through the making of cultural artifacts as well as through more modern tools such
as digital media. Mathematician and educator Seymour Papert calls these artifacts “objects to
think with,”*? as they are externalized representations of mental models and serve as objects of
reflection in an iterative process of knowledge construction and refinement. For a writer, each
draft represents an “object to think with” as each iteration represents an attempt to work through
and articulate an idea that is then critiqued and revised. Developmental psychologist Edith
Ackermann, who worked closely with Jean Piaget and Papert, states, “Expressing ideas makes

them tangible and shareable which, in turn, informs, i.e., shapes and sharpens these ideas.”*?

42 Seymour Papert, Mindstorms: Children, Computers, And Powerful Ideas, (New York: Basic
Books, 1993), p. 182.
43 Ackermann, p. 4.
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Until this point, “mediation” has been applied in two ways: firstly, with the body as a
medium for experience and secondly, in a cognitive sense in which experience is translated
into language. Both types of mediation involve memory and the process of connecting new
experiences to prior knowledge. “Mediation” has a more literal sense, as well, which is to turn
an idea into media. Thus, when Bishop “mediated” a new place, she did so physically,
personally/subjectively, and linguistically as described above; she also engaged all of these
modes when composing a draft.

Change of place provides the type of instability that Papert identifies as a rich
environment for development. Ackermann pinpoints the differences between Piaget and Papert

as follows:

While Piaget liked to describe the genesis of internal mental stability in terms of
successive plateaus of equilibrium,** Papert is interested in the dynamics of change. He
stresses the fragility of thought during transitional periods. He is concerned with how
different people think once their convictions break down, once alternative views sink
in, once adjusting, stretching, and expanding their current view of the world becomes
necessary. Papert always points toward this fragility, contextuality, and flexibility of

knowledge under construction.”

In the case of a writer concerned with the intersections of place, memory, and self, dislocation
is mediated through many, varying texts composed during a transitional period, from letters to

poems to journal entries which, especially in draft form, act as “objects to think with.”

44 Piaget’s focus on a linear progression toward abstract, logical thought has been heavily criticized and is no
longer considered to be an accurate developmental model; however, his theory of genetic epistemology endures,
including the concepts of assimilation and accommodation.

4 Ackermann, p. 8.
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2.5 Deep Maps: Contextualizing Mapping Bishop

When Bishop wrote about place in her poetry and prose, she framed her work in cartographic
terms, beginning with her first collection, North & South, and its opening poem “The Map,”
and ending with her fourth and final collection, Geography II1. In the first chapter of Elizabeth
Bishop at Work, Eleanor Cook traces Bishop’s frequent return to the image of a compass rose
both in her poetry and as a design element in her books.*® A map, like a poem, functions
paradoxically as both a static portrayal of place at a specific moment in time, and as an
exploratory tool. Given Bishop's deep affinity for cartography, mapping her movements
seemed like a natural starting point in a study of her relationship to place.

Literary mapping has a long history that only recently took a digital turn. In their
overview of the current state of digital mapping, Joanna Taylor and her colleagues at Lancaster
University highlight the persistence of this spatial approach to literature, pointing out that
“literary atlases have been in circulation since the late nineteenth century, and early quantitative
experiments in literary cartography followed shortly thereafter.”*’” Computation makes new
types of mapping possible, but many of the same approaches (and challenges) persist. First, a
literary text might be mapped to reveal the spatial relationships within a narrative. One of the
first and most well-known computational examples of this approach is Barbara Hui’s now
classic “Litmap,” a map of W.S. Sebald’s Rings of Saturn.*® In this project, Hui maps every
place and every route described in Rings of Saturn and digitally pins extracts of text to the
mentioned locations, creating a networked text that can be read spatially. Repeated referrals of
specific places appear as layers and can be quickly identified, and each path offers an alternate
way of navigating the text. The literary map displays both narrative and conceptual structures

in relation to place.

46 Cook explains that Bishop chose the image for the jacket of North & South, pp. 12-15.

47 Joanna E Taylor and others, “Mapping Digitally, Mapping Deep: Exploring Digital Literary Geographies,”
Literary Geographies, 4.1(2018), https://literarygeographies.net/index.php/LitGeogs/article/view/120.

48 Barbara Hui, “About Litmap,” accessed 6 July 2021, http://barbarahui.net/about-litmap.html.
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In a second approach, extracts of place-specific texts from multiple sources are mapped.
Rather than using the map to critically analyze a primary source text, this type of project
prioritizes 1) changing depictions of places over time and 2) ways that literary representations
of place may have influenced later texts or shaped impressions of a place. Examples of these

(13

include “...large-scale atlases, such as ETH Zurich's A Literary Atlas of Europe, Trinity
College Dublin's Digital Literary Atlas of Ireland and the University of Queensland's Cultural
Atlas of Australia, as well as projects focused on the literary cartographies of specific
landscapes and cityscapes...”*

These two approaches can also be combined. Gary Priestnall describes a project by
David Cooper and Ian Gregory as “a literary GIS of the English Lake District which
reconstructs journeys made by poets from place references and also derives maps of their
emotional responses to the landscape.”® The “Mapping the Lakes” project places English
Romantic writers in a spatial context, allowing, for example, comparative analysis between
writers through visualizations of their specific tours of the Lake District, more accurately
pinpointing the exact places that engaged their imaginations. At the same time, the map gives
a sense of how the idea of the Lake District developed over time through these compositions
and how these literary works may have influenced each other and their representations of this
place.

Priestnall suggests a third use for literary mapping: pedagogy. He sees in literary maps,
“a useful platform to encourage students to think about the nature of landscape scenes which

251

relate to vernacular descriptions of places and experiences found in literary texts”" and a space,

for example, “to reflect upon Wordsworth's compositional process by looking at the way in
p p p p y g y

4 Literary Mapping in the Digital Age, ed. by David Cooper, Christopher Elliott Donaldson, and Patricia
Murrieta-Flores (Oxfordshire: Routledge, 2016), p. 9.

0 Gary Priestnall, “Spatial Frames of Reference for Literature Through Geospatial Technologies,” in Literary
Mapping in the Digital Age, p. 241.

SUIbid., p. 247.
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which his manuscript material was repeatedly reworked across multiple versions of the same
text.”>? Essentially, these maps can be used by students as well as scholars for literary analysis
by adding new contextual layers. Finally, in non-cartographic mapping, distance reading
techniques can be applied to the study of literature and place, for example through the
extraction and analysis of place names in a corpus. The resulting topic model is a type of “map.”
One can also create a spatial model to visualize the structure of a narrative.’> While many of
these distance reading techniques produce aesthetically pleasing visualizations, they have
limited use in literary studies unless these patterns spark new critical examination of the texts.
My approach to literary mapping differs because the question motivating the mapping
process is not about how place is represented in a text or how multiple texts represent a place
but how change of place might affect a writer’s poetics. Rather than creating a “literary
geography” or a map as a finished product, I mapped Bishop’s literary creation process,
primarily through her correspondence, to pair manuscript development with place. Mapping
Bishop had two immediate benefits. First, Bishop’s published correspondence spans thousands
of pages across multiple volumes with some overlap between them. This tool consolidates texts
from multiple sources into a cohesive timeline of Bishop’s literary creation process. Second,
the map provides both spatial context and a way to follow the development of specific concepts
or manuscripts across both place and time through a combination of timelines and animation.
Within the framework of this dissertation, the process of mapping and of developing
the “Mapping Bishop” platform was an important part of my methodology as it provided a way

to model my assumptions, questions, and approach. As Peter Turchi notes, “We organize

52 Priestnall, p. 248.

33 Sally Bushell offers a critique of Franco Moretti’s method of distance reading: “Essentially what Moretti does
is to apply spatial models to narrative structures and he does this extremely effectively. What he does not do is to
convert the spatial model into anything other than a spatial model and this can make him strangely wasteful of the
rich data he produces. In other words, he does not go on to show fully how a spatial revelation can fundamentally
alter interpretation and, without this, his work has clear limits for Literary Studies” in Sally Bushell, “Mapping
Fiction: Spatialising the Literary Work™ in Literary Mapping in the Digital Age, p. 132. As I also argue, mapping
can serve as both a step and a tool in interpretation, and this process should both begin and end with the text.
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information on maps in order to see our knowledge in a new way,””* so this process of creating

a map is also a form of mediation: in this instance, of Bishop’s texts in relation to place.

"55 which he defines as:

Mapping Bishop is what David J. Bodenhamer calls a "deep map,
...aplatform, a process and a product. As platform, it is an environment embedded with
tools to bring data into an explicit and direct relationship with space and time. As a
process, it is a way to engage evidence within its spatiotemporal context and to trace
paths of discovery that lead to a spatial narrative and ultimately a spatial argument. As
product, it is the way we make visual the results of our enquiry and share the spatially-

contingent argument enabled by the deep map.*¢

The tool became a way to identify patterns and deviations in Bishop’s movements and in her
process of literary creation. [ was able to identify specific moments of transition in her creative
development in relation to place, and having found various inflection points, could return to
the texts and manuscript to see how certain poems or concepts were developed.

To a certain extent, the map simply illustrates what one can find by closely reading the
texts, but it also serves as a tool to visualize the intersections of text, place, and biography in
new ways. According to Bodenhamer, an interactive, process-oriented map “can create a
complex picture that allows us to understand more completely the larger context... by

integrating the data dynamically and by visualising it in multiple ways.”>’

Mapping Bishop
provides a “thicker” reading experience (to borrow the phrase from anthropologist Clifford

Geertz) of Bishop’s correspondence and drafts by situating them spatially. Barbara Piatti

4 Peter Turchi, Maps of the Imagination: The Writer as Cartographer (San Antonio, TX: Trinity University Press,
2004), p. 11.

55 David J, Bodenhamer, “Making the Invisible Visible: Place, Spatial Stories and Deep Maps,” in Literary
Mapping in the Digital Age, p. 213.

56 Ibid, p. 213.

7 Ibid., p. 214.
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emphasizes that the most interesting maps are those “...in which new spatial patterns appear:
those maps that make what is otherwise invisible visible. In such instances, a map will become
a true tool of interpretation.” She goes on to warn, “But, in all cases, it is crucial to accept that
the maps in the field of literary geography will rarely provide final answers, especially since

their production process is connected with a range of uncertainties.”®

Thus the map, rather
than providing answers, brings to the surface new areas of inquiry.

Moving from text to map and then returning to the text creates different attentional

spaces for the same set of material. Artist Jenny Odell, in a reflection on public parks, remarks,

...the artist creates a structure—whether that’s a map or a cordoned-off area (or even a
lowly set of shelves!)—that holds open a contemplative space against the pressures of
habit, familiarity, and distraction that constantly threaten to close it. This attention-

holding architecture is something I frequently think about at the Rose Garden.>

A deep map is a similar sort of “attention-holding architecture,” just as a poetic form might
hold a certain type of focus. To return to Taylor, “The digital map — and particularly the kind
of digital deep mapping we have outlined — mediates between the reader and the text in putting
forward a visible representation of how reader, writer and text might inhabit the same
geographical space.”®® Mapping defamiliarizes source texts while also confining them
geotemporally.

This is consistent with Barbara Piatti’s description of the role of literary mapping as
“only one stage in a process of interpretation. Exciting literary-cartographical visualisations do

not always provide final answers, but they invariably do support researchers in shaping their

8 Barbara Piatti, “Mapping Fiction: The Theories, Tools and Potentials of Literary Cartography,” in Literary
Mapping in the Digital Age, p. 99.

3 Jenny Odell, How to Do Nothing: Resisting the Attention Economy (New York: Melville House, 2019), p. 6.
60 Taylor, p. 16.
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interpretations.”®!

While the process of mapping involves mediation of the source texts, the
goal is not to create an artifact but a tool to consider how change of place is mediated and how
this might impact a writer’s poetics. In Close Reading with Computer