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FOREWORD
MICHAEL MCGREGOR
The Robert Woof Director, The Wordsworth Trust

‘“Wordsworth and Basho: Walking Poets’ is a splendid example of the importance of collaboration and the value
of a creative dialogue between present and past. The exhibition builds on momentum developed through previous
collaborations between the Wordsworth Trust, the University of Sunderland and Bath Spa University, in which a

range of contemporary artists created fresh and challenging perspectives on Wordsworth’s poetry.

I am grateful for this opportunity to thank a number of people who have made this exhibition possible. Mike Collier
has been an incredible driving force, his resourcefulness and positive outlook a constant source of inspiration.
Janet Ross has effectively and efficiently organised a very complex project and kept it all on track. Professor Brian
Thompson has played a key role in the shaping of the exhibition. He is also one of a number of artists that have
responded so imaginatively to the work of Wordsworth and Basho. Their contributions add a wonderfully rich

dimension to this exhibition.

Among my colleagues in Grasmere, I would like to thank in particular Jeff Cowton and his curatorial team for all

of their hard work.

An exhibition of this scope would not be possible without contributions from a number of funders. I am very
grateful to the University of Sunderland, Bath Spa University, the Heritage Lottery Fund, Arts Council England,
the John Ellerman Foundation, the Daiwa Anglo-Japanese Foundation and the Great Britain Sasakawa Foundation

for their generous support.

[5]
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Caption 3

INTRODUCTION

In the exhibition Wordsworth and Basho: Walking Poets, we present the
poems and manuscripts (original and facsimile copies) of William
and Dorothy Wordsworth and Matsuo Basho. We wish to explore
the subjects of their writings, looking at how each writer created
their work and how a close examination of their manuscripts can add
further to our appreciation and understanding of their poetry and
prose. Contemporary artists from the UK and Japan were asked to
consider and interpret these themes and artefacts through specially
commissioned work, thereby bringing us closer to the older writing

and manuscripts.

The idea for this exhibition arose from a conference and study
produced by the Wordsworth Trust (with support from Arts Council
England) in 2012 called Beyond Words: Understanding and Sharing the
Meaning of Manuscripts. In the conference, Jeff Cowton, Curator at
the Wordsworth Trust, described how manuscripts had meanings
beyond the words themselves and how, for example, handwriting
is a visual form which can ‘mimic the texture of thought’, revealing
valuable clues as to the state of mind of the creator. The study
recommended that the Trust consider working with contemporary

artists to further explore and share these meanings.

MIKE COLLIER
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In this introduction I aim to explain the background to the
exhibition, comparing the work of three poets and writers whose
worlds (and poetry), some suggest, could not be further apart, and
in this I am greatly indebted to John Elder who has undertaken the
only (to my knowledge) serious comparative and sustained study of
the two poets and whose support and contribution to this project
has been enormously encouraging.' I also describe how the project
began, and the process behind the commissioning of new work for
the show. My colleague, Carol McKay, will discuss elsewhere in this
publication the work of each artist and link it to the themes outlined
in this introduction, showing how their work has been influenced by
the poetry and prose of either Dorothy and William Wordsworth or

Matsuo Basho, or all three.

The first question readers of this essay and visitors to the exhibition
might ask is; how can we compare the work of three writers who
lived a century apart, in two very different cultures, at opposite ends

of the globe?

And the second question that may be asked is: why have we chosen

to commission contemporary artists to highlight the work of poets



and writers who lived a long time ago?

I'hope, in this introduction, to answer these questions, and in doing
so, enable the manuscripts of Dorothy and William Wordsworth
and Basho presented here to be seen in a fresh and exciting light.
In the remainder of this essay, I have compared their writing
and poetry under a series of generic headings that also form the

narrative of the exhibition.

Background: three poets and writers; two cultures

Matsuo Basho was born in Ueno (near Kyoto) in 1644 in a Neo
Confucian Japan ruled centrally by the Tokugawa shogunate who
cut the country off from the rest of the world for the next two
hundred years. This period was characterized by economic growth,

strict social order and isolationist foreign policies.

William Wordsworth was born just over a century later in 1770
in Cockermouth, Cumbria; Dorothy, in 1771. In stark contrast to
Japan, Britain at this time was undergoing an industrial revolution,
forging the beginnings of an expanding empire and encountering

fierce debates in radical politics, economics and political philosophy.

The first free inflow of Western civilization to Japan took place

Caption 4: William Wordsworth
Dorothy Wordsworth

Matsuo Basho

[10]

toward the end of the nineteenth century, providing the Japanese
with a chance to reconsider their traditional, social, intellectual and
literary values. Japanese poets of this period were revolutionaries
in their own right. They were influenced by Western Romantic
poets such as Wordsworth and they saw in Basho, a poet whose
influence on Japanese poets had waned since his death in 1694,
a Japanese version of these Western models.? As a result, Basho’s
fame grew again and there was renewed interest in his poetry and

prose in Japan.

Conversely, as Japanese culture travelled across the world to the West,
it influenced not only the art of the Post Impressionist painters, but
also early twentieth century Western poets such as Ezra Pound and
the Imagists, many of whom were interested in Japan and Japanese
arts; A second generation of twentieth century poets (the Beat Poets
—Gary Snyder, Jack Kerouac and Allen Ginsberg on the West Coast
of America) experimented with the haiku form, influenced greatly by

the poetry of Basho.?

Walking Poets
The most obvious ‘similarity’ between the Wordsworths and Basho is

that they were inveterate walker—poets. Wordsworth’s contemporary

Thomas De Quincey reckoned that Wordsworth walked a distance
of 175,000 to 180,000 miles in his lifetime and it could be argued
that walking creates one of the main themes around which The

Prelude is constructed.

Two of the most important experiences related in The Prelude, for
example, found their origins in mountain walks (when Wordsworth
was overawed by the Ravine of Gondo, the “Gloomy Pass”, or during
a night walk to the top of Snowdon). Walking was important to
Wordsworth because it created an interaction between the traveller

and the landscape.*

It was similarly important to Dorothy, who walked incessantly
throughout much of her life, both on her own and with companions,
recording her observations and encounters in the pages of her

Grasmere and Alfoxden Journals.

The same rationale for walking and writing could equally apply to
Basho who made not one but several journeys in Japan. ‘He sought
to experience first hand beautiful scenes such as Mount Yoshino,
Sarashini, and the pine-clad islands of Matsushima.” > His first
journey in 1684 was described in Nozarashi Kiko (‘A Weather Beaten
Journey’). Other journeys and journals followed (including, in
1687, Oi no Koumin, ‘The Records of a Travel-Worn Satchel” and, in
1688, Sarashina Kiko, ‘A Visit to Sarashina Village’—a copy of this

particular journal is on display in the exhibition). His art reached

[11]
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its greatest form in 1689 in his masterpiece Oku no Hosomichi, “The
Narrow Road to the Deep North’. In this poem/travel book, he
recounts his last long walk, completed with his disciple Sora, some
1,200 miles covered over five months beginning in May 1689. The
Japanese term oku refers to the northern backcountry of the main
Japanese island of Honshu, and it also means “deep” in the sense
of interior, such as the depths of a mountain and spiritual depths.®
We are delighted to be able to show not one, but two versions of
this journal. The first is a reproduction in Basho’s own hand; the
second is a transcription by Yosa Buson (1716-1784), written and
illustrated over a century later in 1778. Buson was a poet and painter
of the Edo period who revered Basho. As well as making this copy
of Basho’s seminal work, Buson was inspired to embark on his own

wanderings to the ‘deep north’, following in the master’s footsteps.

It is interesting to note, within the context of this exhibition,
that recent studies have shown what the Wordsworths and
Basho recognised intuitively; namely that walking boosts creative
inspiration. Stanford researchers examined creativity levels of people
while they walked versus while they sat and found that a person’s

creative output increased by an average of 60 percent when walking.”
Wordsworth and Basho: environmental pioneers?

For both Basho and Wordsworth, ‘man’ and nature were intertwined

in a great oneness with the earth—and with the heavens, too. In
Wordsworth’s writing, there are elements of pantheism; in Basho,
Zen. In our exhibition at Dove Cottage we have shown two relevant
passages (one from Wordsworth—an excerpt from his account of an
ascent of Snowdon from Book XIV of The Prelude—and one from
Basho with an account of his ascent of Mount Gassan) that illustrate

well this sense of man being subsumed within the power of nature:

The Moon stood naked in the Heavens, at height
Immense above my head, and on the shore

I found myself of a huge sea of mist,

Which, meek and silent, rested at my feet:

A hundred hills their dusky backs upheaved

All over this still Ocean, and beyond,

Far, far beyond, the vapours shot themselves,

In headlands, tongues and promontory shapes,
Into the Sea, the real Sea, that seemed

To dwindle, and give up its majesty,

Usurp’d upon as far as sight could reach.®
And the second from Basho’s The Narrow Road to the Deep North:

I climbed Mount Gassan on the eighth ... I walked through
mists and clouds, breathing the thin air of high altitudes and

stepping on slippery ice and snow, till at last through a gateway

[13]
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of clouds, as it seemed, to the very paths of the sun and the
moon, I reached the summit, completely out of breath and
nearly frozen to death. Presently the sun went down and the
moon rose glistening in the sky. I spread some leaves on the
ground and went to sleep resting my head on pliant bamboo
branches. When, on the following morning, the sun rose again

and dispersed the clouds, I went down towards Mount Yudono.?

Indeed, the poetry and prose of both the Wordsworths and Basho
was underpinned by more than just an observation of nature. The
Japanese writer Hakutani wrote: ‘Basho carried nature within him
and brought himself to the deepest level of nature, where all sounds
lapse into the world of silence and infinity.’! Both William and
Dorothy Wordsworth, too, perceived and understood landscape to
be ‘beyond anything simply visible’ compressed ‘into its elements,
earth, air and water’.!" Dorothy’s prose, for instance, is illuminated
by many moments of extraordinary emotional sharpness—as
when she talks, on 15 April 1802, about how ‘the wind seized our
breath’,'? and later in her Journal she says that the evening of the
7" May 1802 presented ‘a terrible kind of threatening brightness at

sunset above Easedale’.!3

The poetry and prose of Dorothy and William Wordsworth and
Basho emphasize the importance of a direct, unmediated experience

of nature—an experience developed through our active imagination.

[14]

The work of the Romantic poets argued, I think, for a rebalancing
of a view of the world that had, since the Enlightenment, placed a
greater importance on measuring and recording experience, whilst
devaluing our emotional and creative responses to the natural world.
Their approach, it could be argued, is even more relevant for us
today as our contemporary world is facing the twin evils of pollution

and climate change.

People in the poetry and prose of the Wordsworths and Basho
Although both the Wordsworths and Basho have been labelled
‘nature poets’, this could be, perhaps, a little misleading, because
they were also very much concerned with people or some form of
“cultured nature”.' In Bashd’s prose, for instance, we encounter
a wide variety of people he met ‘on the road’—each different and
individual. A glance at the subjects of some of Wordsworth’s poems
(“The Sailor’s Mother’; ‘Beggars’; “The Discharged Soldier’ and “The
Leech Gatherer’) reveal his interest, too, in the people of the road
he met when walking. Similarly, we find frequent observations of
local friends, acquaintances and literary colleagues in the pages of

Dorothy’s Journals.

The continuity of the past into the present
The work of Wordsworth and Basho is part of an ongoing continuum
of creative reflection and activity that stretches both baclk in time

and through to the present. The poetry of the Romantics was

radical and different. It often used conversational English and a
direct observation of nature. Wordsworth ‘quarried the past’*—folk
literature and ballads—in seeking this more direct form of verse that

could be understood by everyone; hence the Lyrical Ballads.

Basho’s writing (both his poetry and prose) was ‘deeply imbued
with a sense of the passage of time and the impermanence of the
all things (and) he wrote often of the continuity of the past into the
present’. '® Like the Romantics, his writing was completely different
from those of his immediate poetic predecessors, relying not on
the false wit of sophisticated court life, but on his knowledge of,
and reflection on, everyday life and the natural world, as well as
an understanding of classical Chinese poetry (which he studied in

Kyoto for five years early in his life).

Basho developed a simple but profound and serious style of composing
poetry. He admired the ‘wandering poets’ Li Po and Tu Fu of China
as well as Sogi and Saigo of Japan. Nothing is contrived. There are
no puns or attempts at urbane sophistication. Like Dorothy and
William Wordsworth, Basho writes of a direct and deep engagement
with nature. In this exhibition, we have three key illustrated haiku by

Basho that emphasize this approach:

A crow
has settled on a bare branch

autumn evening '’

[15]

The old pond
a frog jumps in

sound of water '8

A wild sea —
and flowing out towards Sado Island,

the Milky Way "

We hope, too, that the wide range of new work on display in this
publication and in the exhibition will give readers and visitors new
ways of seeing the manuscripts afresh; to see them as exciting, living
documents, part of a creative continuum that stretches from the

past through to the present.

A collaborative practice

It may come as a surprise to realize that Wordsworth was a creative
collaborator rather than the solitary genius often portrayed. It is
true that the title of his most famous poem, ‘I wandered lonely as a
Cloud’, encourages this popular reading of Wordsworth. However,
he collaborated closely with Coleridge on his (their) first major
important publication—the Lyrical Ballads—whilst his other work

owed much to Dorothy: their sharing of experiences that would



Caption 10

[16]

become the subject of his poems, her recording of them in a journal
to which he could turn as an aid to memory, and in the physical
creation and copying of verse with which she could be occupied for

several hours in a day.

Basho also benefited from creative collaboration, undertaking his
journeys with companions; The Narrow Road to the Deep North (for
instance) is punctuated by references (and occasional contributions)

from his companion, Sora.

It is in this spirit of collaboration that we invited a number of the
artists in this exhibition to work collaboratively—and, in the spirit
of cultural exchange, to encourage artists from the UK and Japan to

work together.

Letter writing and correspondence

Some two hundred letters are known to have been written by
Basho—many of them similar in style to his published prose, and
some including haiku. The Wordsworths wrote thousands of letters.
The letter can be the purest and most direct form of writing—a
place where feelings are often exposed. Whilst there is, of course, no
direct display of temper in any of Bashd’s prose or poetry, it does
fleetingly arise in his letter writing — for instance in the letter Basho
wrote to a student named Shado who was trying to set up a branch
school in Osaka after hearing he had fallen out with fellow students.

“You suffer from a somewhat selfish disposition. If you do not do as

I tell you, I intend to sever my relations with you,” Basho says in the

letter.

For the Wordsworths, the sending and receiving of letters was an
important part of everyday life. It provided the only means of
keeping in touch with family and friends; the receipt of a letter
from Coleridge, for example, could greatly affect the Wordsworth
household’s spirits. The cost of paper and postage was expensive,
with the recipient expected to pay for delivery. Often every inch of
the paper was written upon to save the expense of using a second
sheet. The handwriting, number of deletions and layout of a letter
can tell us much about the formality or otherwise of the relationship

between sender and recipient.

Framing the scripts

In this exhibition, some of the artists explore the idea developed by
writers such as Coleridge and Wordsworth that there is a specific
relationship between the word used to describe an object or thing
and the object itself—a poetic, embodied relationship. Coleridge,
writing in a letter to William Godwin?’ suggested that ‘words can
embody and not just stand for thoughts and things’ and he ‘puts
his linguistic faith in words as “living things”—as plants, as live

bodies’ 2!

He continued:

[17]

Captions 11



Captions 12 and 13

[18]

Is thinking impossible without arbitrary signs? &—how far
is the word “arbitrary” a misnomer? Are words &c parts
& germinations of the Plant? And what is the law of their
growth?—In something of this order I would endeavour to
destroy the old antithesis of Words & Things, elevating, as it

were, words into Things, & living Things too. 2

A number of the artists in this exhibition have focused not just on the
printed page, but also the handwritten texts of both Wordsworth and
Basho (and his follower, Buson). The personally expressive power of
the Romantic poets is of course clearly evident in the printed word,
yet it is strengthened enormously in the handwritten manuscripts
on display here. Similarly, our understanding of the haiku poetry of
Basho has largely come down to us in a highly aesthetic, pared down,
modernist form (the haiku, typeset, on the page), whereas in fact
Basho’s and Buson’s calligraphy, whilst still beautifully restrained
and spare, is actually so much more personally, and wonderfully,

expressive than this.

In seeing together here the handwritten texts of William and Dorothy
Wordsworth and the calligraphy of Bashd and Buson, we might
imagine again that these poets are not as far apart as we may have
originally thought. It is precisely this expressive approach that some
of the contemporary artists in this exhibition have developed, whilst

others have focused on the ego-less typeset poetry, influenced by

twentieth century Western poets who themselves drew extensively

on the work of Basho.

The Wordsworths, Basho and Zen: the journey into wisdom

So far in this introduction, I have looked at straightforward and
relatively uncontroversial comparisons between the work of the
Wordsworths and Basho. However, there was another key area in
particular that I ‘felt’, intuitively, was worthy of exploration when
beginning this project, and that was the deeper ‘spiritual” association
between the writers. Was this, perhaps, another connection between
the Wordsworths and Basho—or if not, what did any differences
between the approach of the three writers say about them and the

respective cultures out of which their work emerged?

Despite the ‘self-focus’ that Keats for one attributed to Wordsworth,
I sensed that there were many passages in Wordsworth’s writing
when the poet’s ego seemed to me to become subsumed within the
world—a sense that was corroborated by my reading of a fascinating
book by John G. Rudy called Wordsworth and the Zen Mind. In
his introduction, Rudy suggests that “Throughout his poetry,
Wordsworth chronicles moments of self-forgetting extraordinarily
similar in course and profile to the Zen experience of the cosmic
influx resulting from its formal procedures of self-emptying. As with
Zennists, these occasions of self-forgetting form the spiritual basis of

his art and the driving force behind his creativity.**

[19]




And I have felt

A presence that disturbs me with the joy

Of elevated thoughts; a sense sublime

Of something far more deeply interfused
Whose dwelling is the light of the setting suns,
And the round ocean and the living air,

And the blue sky, and in the mind of man. ...*

Rudy continues: ‘A comparison of selected poems in the Wordsworth
canon with some of the leading documents in Zen literature and
philosophy establishes a less self-conscious, less egotistical strain
in Wordsworth’s art, refines our understanding of the poet’s
engagement with the unio mystica, and creates for his work a less

ideological, more universal context’.”>

I look’d for universal things; perused

The common countenance of earth and heaven;
And, turning the mind in upon itself,

Pored, watch’d, expected, listen’d; spread my thoughts
And spread them with a wider creeping; felt
Incumbences more awful, visitings

Of the Upholder of the tranquil Soul,

Which underneath all passion lives secure

A steadfast life ...%°

[20]

And, perhaps most interesting of all to me (since I rate the work of
Dorothy Wordsworth very highly), Rudy says of her writing in this
‘area’ that it was a substantial influence on Wordsworth’s thinking:
‘her acceptance of the mystery of things, her ability to see, hear and
feel without necessarily seeking for an intellectual principle behind
things, for a separate logos, as it were, is the measure of her identity

with the universe.”?” Dorothy’s writing retains, he says;

‘not a mind that seeks for anything beyond itself, but one
that accepts freely, that pens to the impulses of nature — to the

shining of the moon, to the play of ‘misty mountain winds™*

... Being the eyes of nature itself, Dorothy reads only what is there

and seeks nothing beyond the surface of things.*’

This reading of the Wordsworths and Basho is, I realise, a
somewhat speculative comparison (indeed a colleague called it, not
unreasonably, a perilous one). However, it is one that has, for me,
driven this project forward—and it is one I believe many of the
artists in this exhibition have subconsciously tackled in their work.
I leave it up to you, the reader, and the visitor to the exhibition, to
make your own decision here about any deeper relationship between
the work of Dorothy and William Wordsworth and Basho when
reading the passages of poetry and manuscript copies of their work
represented here or when looking at the work of the contemporary

artists in the show.

Preparing the exhibition

As a ‘Prelude’ to the exhibition, the Wordsworth Trust hosted a
Symposium at the Jerwood Centre, Dove Cottage in January 2014
—an event which was attended by the artists in the exhibition. This
afforded all involved a unique opportunity to meet and exchange
ideas with the added privilege of being able to work with original
Wordsworth poetical manuscripts (ninety per cent of which belong
to the Trust) and facsimile manuscript copies of Basho’s work
kindly lent to us by the Kyoto National Museum and the Waseda
University Library. Access of this sort to these manuscripts is, of
course, rare; and so it was wonderful to be able to handle material
of such enormous cultural value, as well as being inspired by the
landscape of the “Wordsworth’s Lake District” in winter. Workshops
on Sumi ink painting and Japanese book binding using traditional
Japanese Paper by Manny Ling, Christine Flint-Sato, Nao Sakamoto
and Ewan Clayton illuminated the symposium, and a number of

artists walked up Easedale, led by sculptor Brian Thompson.

Our aim over the three days (from 20-22 January 2014) was to
generate ideas for a visually stunning exhibition, bringing out the
beauty and power of the original manuscripts, and to look at ways
in which the contemporary artwork might give visitors new ways of
seeing the manuscripts afresh. Thus the handling of the documents
during the symposium formed a crucial part of the process of the

creation of the new work for the exhibition.

[21]

This was a very productive and intense few days. All the artists
stayed together at the Thorney How Youth Hostel in Grasmere,
working during the day in the Trust’s extensive library of texts
and manuscripts and sharing ideas over an evening meal. The
Symposium was a great success and has subsequently resulted in the

work represented here in this catalogue and exhibition.

I am enormously grateful to the artists in this exhibition - Ewan
Clayton; Ken Cockburn; Alec Finlay; Christine Flint-Sato; Zaffar
Kunial (Poet in Residence at the Wordsworth Trust, 2014); Eiichi
Kono; Manny Ling; Chris McHugh; Nobuya Monta; Inge Panneels;
Andrew Richardson; Autumn Richardson; Nao Sakamoto; Minako
Shirakura; Richard Skelton; Ayako Tani and Brian Thompson. They
have risen to the challenge presented by this project and produced
an extraordinarily varied range of work (poetry, glass, calligraphy,
sculpture, painting, design, ceramics and music/sound) of the

highest quality.

And finally—by way of a caveat—I should say that I am primarily
an artist and occasional curator and not an academic with an in-
depth knowledge of the work of either the Wordsworths or Basho.
Sometimes this can be useful, but such enthusiasm will only go
so far — and so I am hugely indebted to Jeff Cowton, Curator of
the Wordsworth Trust, whose support, advice and enthusiasm

throughout this project have been immense, and to the writers
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who kindly responded to my request to write a series of more
informed essays for this publication: Professor John Elder
(Emeritus): Middlebury College, US; Professor Shoko Azuma:
Jumonji University; Tokyo; Dr. Kaz Oishi: University of Tokyo;
Professor Ewan Clayton: University of Sunderland; Pamela
Woof: President of the Wordsworth Trust; Dr. Carol McKay:

University of Sunderland.

I approached each with some trepidation and asked them,
frankly, an almost impossible task—to write about the work
of Wordsworth and Basho in just 1000 words. They, too, have
risen magnificently to this, different, and tough, challenge. I
hope that, together, they will give you, the reader, a much
deeper insight into the work of the Wordsworths and Basho
and, in the case of Carol McKay’s texts, a clearer picture as to
how the new work in this exhibition and catalogue can help
us all see the work of the Wordsworths and Basho anew. I am
also grateful to Geoffrey Wilkinson for his kind and valuable
support at different stages in this project. Geoffrey has recently
written a fascinating essay “The Narrow Road to the Western Isles—

if Keats had journeyed with Basho’.*

But why is this show timely? The poetry and prose of William and

Dorothy Wordsworth, and that of Basho, urge us, I think, to value

Caption 19
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nature for what it is—and not (as we politically do in the twenty-
first century) to re-frame the argument and adopt the language
of the economic rationalists. The cognitive linguist Lakov says ‘if
you adopt the language and values of your opponents, you lose
because you are reinforcing their frame’.?' Costing nature (says
George Monbiot), ‘tells us that it possesses no inherent value;
that it is worthy of protection only when it performs a service
for us; that it is replaceable. You demoralize and alienate those
who love the natural world while reinforcing the values of those
who don’t’.*? Those who believe that they can protect nature
by adopting this ‘frame’ of economic rationalism are stepping
into a trap their opponents have set. The strongest arguments
(says Monbiot) that opponents can deploy—arguments based
on values — cannot, just now, be heard. That is why it is more
important than ever that the poetry and prose of Dorothy
and William Wordsworth and Basho is heard and understood

and why, too, we have much to learn from the Japanese and

Eastern approaches to nature.
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Biologists refer to the boundary-zone between two ecosystems as
an ecotone, or edge. ‘Edge-effect’ often lends a special richness
to such border-regions. They may well harbour species from each
adjacent habitat, as well as some that are unique to the ecotone, and
they typically possess an unusually high density of biomass. Edges
often shift too, whether in the fluctuation of a tidal zone or at the
successional line where woods advance into an abandoned meadow.
Alertness is thus at a special premium for creatures drawn to the
abundant resources of a moving edge. Seeking nourishment, they

may simply end up being what'’s for lunch.

The artists and writers contributing to this exhibition have
themselves ventured into a precarious but promising edge;
precarious, because there are dramatic gaps between the poetic
worlds of Wordsworth and Basho. Neither of them ever visited the
other’s country and Wordsworth never heard of, much less read,
his Japanese predecessor’s writing. Beyond the fact that one of
them was trained in the Zen Buddhist tradition and the other had
a Christian background, they also wouldn’t have had the slightest
exposure to what the other was reading. Basho was inspired by the

lineage of Tu Fu and Saigyd, Wordsworth by Shakespeare, Spenser

BORDERERS

JOHN ELDER
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and Milton. All the more impressive, then, are the deep resonances
between these poets that have contributed to making Basho such an
important influence on western poets today, Wordsworth so beloved

in Japan.

In creating his own work for the present show Ken Cockburn found
himself drawn to a passage from Book II of The Prelude referring
to the ‘observation of affinities / In objects where no brotherhood
exists / To passive minds’. In investigating the affinities between
Basho and Wordsworth it’s pertinent to note that word’s origin in
the Latin affinis (ad + finis): ‘bordering on’. They are kindred writers
in part through their shared calling to the margins of their societies,
the shifting edges between nature and culture where insight may
germinate. Basho’s narrow path to the interior, Oku no Hosomichi,
anticipates Wordsworth’s choice, at the beginning of ‘Michael” and

elsewhere, to depart ‘from the public way’.

Wordsworth and Basho alike desired spiritual as well as physical
separation from the social mainstream. Basho’s challenging path led
him to a remote field where women were singing at their work, a
zone where poetry could be regrounded in the ancient communal

rhythms of agriculture: furyo no / hajime ya oku no / ta ue uta, ‘Culture’s

beginnings / here in the interior / rice-planting songs’ (adapted from
Sam Hamill’s translation). He turned away from the artificially
ruralized tea huts of wealthy connoisseurs to seek true simplicity in
the heart of the land. Wordsworth similarly rejected the ‘gaudiness
and inane phraseology of many modern writers’” out of a hunger for
‘[h]umble and rustic life’ where ‘the essential passions of the heart
find a better soil in which they can attain their maturity ... ". (This
language comes from the poet’s 1800 preface to the second edition

of Lyrical Ballads.)

Just as Basho had been inspired by the women’s rice-planting song,
Wordsworth’s imagination was stimulated, his heart stirred, by
hearing the song of the Solitary Reaper at another sort of edge. The
speaker’s question “Will no one tell me what she sings?” indicates
that not only her isolated labour but even her language—Scots
Gaelic—feels ancient and remote to him. In part because of such a
gap, this encounter remains a wellspring for the poet’s memory and
imagination: “The music in my heart I bore, / Long after it was heard

no more.’

In the choice to turn away from the conventional, materialistic
expectations of their societies, Basho and Wordsworth were both
motivated by the desire for a deeper quality of awareness. One of the
first scholars to point out this essential similarity was R. H. Blyth,

who lived, taught English and studied Zen and haiku in Japan from
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1936 until his death in 1964. His teaching and study continued
there even when he was interned during the war. Among his many
brilliant, quirky books are Zen and English Literature and the four-
volume, lavishly illustrated study called simply Haiku. In the first
volume of that latter masterpiece (published in 1949) he wrote,
‘Haiku record what Wordsworth calls those “spots of time”, those
moments which for some quite mysterious reason have a peculiar
significance—a kind of satori, or enlightenment, in which we see

into the life of things’.

Blyth’s sense of such a parallel is especially striking when Oku no
Hosomichi is compared with The Prelude. Once more, it’s important
to acknowledge significant differences at the outset. Bashd’s work
is a considerably shorter one, its voice less overtly autobiographical
than is the case in Wordsworth’s narrative. It also has no equivalent
to The Prelude’s lengthy passages about residence in Cambridge and
London or to his politically charged descriptions of travel through
Revolutionary France. Having said this, though, one can affirm
that these are two of world literature’s most resonant accounts of
walking, and that both works also find their sharpest focus at sudden

moments of intensified awareness.

Basho often describes a phenomenon or event along the path, then
pauses to distill that moment’s meaning in a haiku. One example

comes in the poet’s account of a visit to Yamagata Province. Basho



writes, ‘The temple doors, built on rocks, were bolted. I crawled
among boulders to make my bows at shrines. The silence was
profound. I sat, feeling my heart begin to open’. Then comes the
haiku: ‘Lonely stillness— / a single cicada’s cry / sinking into stone’

(Hamill’s translation).

A similar shift of diction and intensity happens again and again in
The Prelude, though in Wordsworth’s case this is as often a recoil
from previous experience as a distillation of it. In Book VI, when the
speaker realizes that he has already, unwittingly, crossed the Alps, a
‘melancholy slackening’ ensues. But that mood in its turn suddenly
gives way to a visionary experience of “The torrents shooting from
the clear blue sky, / The rocks that muttered close upon our ears,
/ Black drizzling crags that spake by the way-side / As if a voice
were in them ... ". Wordsworth’s surrounding medium is blank-verse
rather than prose, while his galvanizing experiences are less separate
and compact than Basho’s haiku. Nevertheless, the two poems share
the same essential rhythm in which the narrative voice is arrested
and illuminated by flashes of insight. At such moments their readers
too may be released from society’s expectations and inflections into

an experience of immediate awareness at a vital edge.
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WORDSWORTH AND DOROTHY WORDSWORTH, WALKERS

I would walk alone
In storm and tempest, or in starlight nights
Beneath the quiet Heavens ... and I would stand
Beneath some rock, listening to sounds that are
The ghostly language of the ancient earth

Or make their dim abode in distant winds.!

Wordsworth in his late twenties was remembering himself as a boy
of thirteen or fourteen years, a teenager still at school. Sometimes
he took walking with him the household dog, and the dog would
become ‘Tired, and uneasy at the halts I made’.? For the young
Wordsworth was ‘busy with the toil of verse’, his dog receiving great
caresses when an image came out right, and giving ‘timely notice’ to
the composing poet when strangers approached. Wordsworth was
developing the habit, which he kept all his life, of saying his lines
out loud as he walked, so that he might hear and possibly refine the
music of his words. He would sometimes on summer mornings walk
with ‘a friend / Then passionately loved’, and the two of them would

stroll along,

PAMELA WOOF
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By the still borders of the misty lake
Repeating favourite verses with one voice,
Or conning more, as happy as the birds

That round us chaunted.?

These walks would be at dawn, well before 6.30am when classes

began at Hawkshead school.

So Wordsworth learnt early to be a versatile and creative walker: he
could be solitary and he could enjoy companionship; he walked by
night, and by day, and in all weathers; he liked both to move and
to stand still; he listened as earth’s sounds spoke to him and his
own voice spoke out rhythmically as he moved. All this was before
he met again the sister who would become his closest and most
sympathetic walking companion and friend through the greatest

part of his adult life.

Dorothy Wordsworth had been separated from her four brothers
when she was six, shortly after the death of their mother. By the
time she met the boys again their father too had died, Wordsworth

was seventeen and Dorothy fifteen. They met, after more than nine

years, at their grand-parents’ in Penrith and were immediately at
home with each other but had little sustained time together until

Dorothy was twenty-three.

Wordsworth had early come to enjoy walking and the vital thinking
that went with it, and he continued to make long walking excursions
by rivers and through mountain ranges as a student and young man.
How had Dorothy fared in distant Yorkshire? Had she walked? She
had loved her childhood life in Halifax, loved her mother’s kind
cousin who brought her up, her local friends, her local school. Torn
from Halifax at fifteen, she corresponded with her friend there and

captured in words some of the pleasures she was missing:

Oh! how I long to burst into your parlour ... Oh! how often
has that Fire-place been surrounded by a Party of happy
children ... Do you think you should know me in crossing

the Top of the Back-lane from the shop ...*

She had played with her friends in the Back-Kitchen, the Croft, and
‘other of our favourite Haunts’; she hopes again to ‘wander’ with Jane

Pollard ‘along the pleasant Banks of the Calder’. She pictures Jane:

In Whiteley wood? the old lane or Birkswood? thinking
upon our past pleasures, when we used to roam in search of

bilberries with our black porringers in our hands?

[35]

She slept well after such active days and is reminded of them in her
early thirties after ‘a long and toilsome walk’ with her brother to

reach Loch Ketterine in 1803:

I slept as soundly on my chaff bed as ever I have done in

childhood after the long day’s playing of a summer holiday.®

We, most of us, can attest to similar experiences; but they are far

from the intensity of Wordsworth’s mountain boyhood, his hearing

among the solitary hills
Low breathings coming after me, and sounds
Of undistinguishable motion, steps

Almost as silent as the turf they trod.”

Or consider the terrifying blankness that invaded both his sleeping
and waking hours when, in a boat taken without leave, the boy had

rowed in moonlight upon a mountain lake, and found that

huge and mighty forms that do not live
Like living men moved slowly through my mind

By day, and were the trouble of my dreams.®

Dorothy had yet to discover such power in the hills, and perhaps,
again like most of us, she came to realise that power mainly through

her imagination and from Wordsworth’s own poetry; from this she



understood the forces he had known and felt in the solitary rambles

of his youth.

Yet Dorothy herself was an unusual young woman. From age
seventeen to twenty-two she lived with her Uncle William and his
young family in his rectory at Forncett in the flat countryside of
Norfolk. There she learnt something of the value of walking. The
first kind of walking was that with her brother when he stayed for six
weeks at his uncle’s over Christmas 1790-91. He had been walking in
the summer, almost marching, with an undergraduate friend through
exciting revolutionary France and through the Alpine sublimities of
Switzerland and Italy. He was now in an English rectory getting to

know more of his sister who explained their routine to Jane:

We used to walk every morning about two hours, and every
evening we went into the garden at four or half past four and

used to pace backwards and forwards ‘till six.’

Such regular pacing backwards and forwards, over a limited distance
on path, field, road or terrace where the walking was easy and
there was no stumbling, gave Wordsworth the perfect context for
thinking, conversation and, more particularly, for composition.
The continuous rhythm of the body’s walking could help the flow
of blank verse lines, could let the thinking have uninterrupted
movement for as long as it needed, for the length of a page or a

paragraph. Later, Wordsworth built terraces in his hilly Lake District
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gardens, made level paths that, like medieval cloisters, encouraged
meditation. In Grasmere, with the beauties of the fells, the woods,
and the valley about him, Wordsworth often walked backwards and

forwards, sometimes alone, sometimes with Dorothy.

The second way of walking that Dorothy learnt at Forncett was
solitary, long and alone. As a young lady of nineteen, the Rector’s
niece, it would be thought not quite proper for her to walk to her
friends, ‘the Miss Burroughses ... sweet girls’,'” though they were
and their village only three miles distant: ‘I go alone, am not I
daring?’,'" she confided to her Halifax friend Jane. And then she
would walk back. Certainly, such a character as Miss Bingley from
the contemporary novel, Jane Austen’s Pride and Prejudice, would

have judged Dorothy indecorous.

Yet it meant that by the end of 1799 when she and Wordsworth
set up house in Grasmere she was for the poet a perfect walking
companion. The brother and sister enjoyed each other’s company,
talking or silent, composing or noticing, walking backwards and
forwards, or walking over a distance everywhere about the valley;
walking together, with friends, or alone, walking at all times of day or
night and in all seasons. They made Grasmere and the Lake District

their own by walking in it and by writing about their experience.

Living in one place year by year, changing in themselves and seeing

the valley change, meant that they were not just walking through

space and place; they were walking through time as well. Levels of
meaning began to cling, for example, to a wood that was by the
road walked on locally most days. Their younger, sea-faring visiting
brother had made for himself a path through the wood’s dense trees
in 1800; the older poet brother later discovered the pathway, walked
on it and wrote about his younger brother, his boyhood, his life
at sea, his mind’s range as he would pace his “Vessel’s deck / In
some far region’, conjuring up as he walked ‘undying recollections’
of his native hills and his brother’s verse about those hills, even
as that brother, composing, walked on ‘his’ path through the grove
that murmured ‘with a sea-like sound’.!” Their sister, adding to the
already rich association writes in her journal about one of many

visits to ‘John’s grove” and describes

A sweet sea-like sound in the trees above our heads, we
walked backwards & forwards some time for dear John’s

sake.!

Here, nature, the sea and the love of the three siblings come together

across space and time as thought, feeling and language are shared.

Why was the Grasmere walking so special? Wordsworth had walked
before: France and the Alps of course; North Wales and the climbing
of Snowdon to see the dawn but catch the moon; across Salisbury
Plain alone and up the Wye Valley to North Wales; from Kendal

to Keswick with Dorothy, eighteen miles to Grasmere, then staying
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one night there and another fifteen, says Dorothy with pride but
incorrectly, to Keswick in 1794; about Racedown in Dorset with
Dorothy; on the Quantocks in Somerset with Coleridge and
Dorothy; in Goslar, Germany with Dorothy, both of them wrapped
in furs against the cold; from Sockburn-on-Tees in the North East
to and then through the Lake District with Coleridge and with John
back from a sea voyage; and finally, from Sockburn again, across
Yorkshire, into Westmorland and on to Grasmere with Dorothy over
three cold snowy days in late December 1799. At the end of this last

walk was Dove Cottage, and out of all the walks there came poetry.

Yet Grasmere intensified the walking and intensified the poetry.
Wordsworth and his sister were living there; it was home. They did
not simply walk through it; they walked into it, deeply into it, so
that they knew it, permanently. Their writing showed a richness of
response to walking that was in the place that was home. It was more

than immediate; feelings, images and words became lasting memories.

Images and observations are generally more quickly put down on
paper by a journal-writer than by a poet; Wordsworth certainly
composed out of doors and in his head, sometimes quicldy, but not
always immediately seizing on an idea; and after that he needed

time for revision on paper. It could be a slow process.

Dorothy could write her account of a day that same night, though

often she had to catch up on omitted days. She looked about her,



at sky and earth. She walked. Soon after coming to the Lakes,
Wordsworth away, she was walking one night the four miles from
Ambleside back to Grasmere and was accompanied part of the way

by Mrs Nicholson, the post mistress. Dorothy wrote:

This was very kind, but God be thanked I want not society

by a moonlight lake — '*

Nor did she; she could see ‘moonshine like herrings in the water’."
Or, in a different season, reluctant to set off till after tea in ‘a
soaking all-day Rain’” she saw ‘hawthorns on the mountain sides like
orchards in blossom’,'® thus giving to an ordinary wet day the sudden
surprising presence on a bleak mountainside of intense freshness,
colour and scent, such as a spring orchard has in sunshine. But along
with the delicate beauty of her image is the sadness of its transience;
only a week later, she notes realistically, no longer offering a joyous

comparison but simply the fact:

The lower hawthorn blossoms passed away, those on the

hills a faint white.

Fifty springs indeed are little room, as Housman would say a hundred

or so years later, to see the cherry hung with snow.

The house, of course, had its domestic imperatives: dealing with

quantities of rhubarb, baking bread, mending clothes, reading,
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visitors calling, drinking tea, ironing, writing letters, copying poems,
gardening. In walking out of the house, absorbing through frequent
noticings details in the changing appearances of the valley, Dorothy
was often stimulated to use imagery. Not written for publication,
the journals have a lovely freedom and they mix particular realistic
details with leaps far beyond the specific; the hawthorns as orchards
in blossom are an example. Or, Wordsworth and Dorothy’s walking
out to John’s grove, sitting for a while and listening, then lying down
‘unseen by one another” and listening to ‘the peaceful sounds of the

earth’, hearing not only the birds but the waterfalls:

There was no one waterfall above another—it was a sound of waters

in the air—the voice of the air.!”

Lying on the earth, hearing waters in air. This is a perception beyond
anything simply visible; Wordsworth in fact had his eyes shut. There
is here a compression of landscape into its elements, earth, air and
water; its power is of the most basic and the notion of the ‘voice of

the air’ is magical.

Even walking can be too fast; the Wordsworths often stopped in

their walks, sat, lay down, listened and looked.

We rested a long time under a wall. Sheep & lambs were in
the field—cottages smoking. As I lay down on the grass, I

observed the glittering silver line on the ridges of the Backs

of the sheep, owing to their situations respecting the Sun
—which made them look beautiful but with something of
strangeness, like animals of another kind — as if belonging to

a more splendid world.'®

The alternation of walking with stillness allows in a very natural way
for both noticing and letting the mind dwell upon the things seen,

moving, as here, even towards fantasy.

Sometimes in their walking the Wordsworths did not themselves
choose to be still; they were compelled to stillness by the force of
wind and weather. There was a ‘furious’ wind when they set out
from the foot of Ullswater to walk the length of the lake and then
over a high pass back to Grasmere. They had to rest twice, once ‘in
the large Boat-house, then under a furze Bush ... The wind seized

our breath... —We rested again & again’.

This enforced resting meant that they not only noticed but
remembered. Dorothy, writing her journal two days later, recalled
even the variations of colour on twigs; she noted what flowers grew
on the lake-shore, recalling more later and then adding these to her
list; she remembers their wondering how a few daffodils should
come to be growing by the water side, and then sees ‘more & yet
more & at Jast— ...", and so her passage rises into the triumphant
characterisation of ‘daffodils so beautiful’. Her sentence lengthens

into delight as, unusually for Dorothy, full verb after full verb
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expresses the exuberance of the celebratory scene:

they grew among the mossy stones about & about them,
some rested their heads upon these stones as on a pillow for
weariness & the rest tossed & reeled & danced & seemed
as if they verily laughed with the wind that blew upon
them over the Lake, they looked so gay, ever glancing, ever

changing ..."

Wordsworth was walking with Dorothy on that April day in 1802.
We do not have his reaction at the time; it comes some two years
later from a surging movement of memory. That walk of April 1802
was then both remembered and changed; it had, as it were, slept
in the poet’s mind and of its own accord it surfaced into vividness
but a vividness at once softer and more dramatic than in Dorothy’s
portrayal. Only through time and memory could the experience
become perfectly the poet’s own. Appropriately therefore he is
solitary, not with his sister, in the poem ‘I wandered lonely as a
Cloud’. The wind is not ‘furious’ now, but a breeze that sets the
flowers more gently ‘fluttering and dancing’. The poet does not
come upon the flowers in twos and threes gradually, and then ‘more
& yet more & at last ...", as Dorothy had done; his awareness is
dramatic, ‘all at once I saw a crowd’. After the aimless ‘wandering’
the poet wants the force of revelation; it hadn’t been there, but he

creates it. There is no need to say more here about Wordsworth’s



most recognised poem, but it is important to see that a shared
walk affected the two writers differently: for Dorothy, it formed the
content of her lively, exhilarated sympathy of the moment for both
flowers and furious wind; for Wordsworth, it became the stuff of an
imaginative re-creation, a memory reborn as a recurring source of
involuntary delight, the richness at last of the dancing daffodils, a

richness that was permanent because it was in the mind.

Often in his poetry, though not necessarily in actuality, the
poet walked alone; it is the reader who is invited to walk

mentally beside him:

If from the public way you turn your steps
Up the tumultuous brook of Green-head Gill,
You will suppose that with an upright path

Your feet must struggle...
But alongside the brook is a ‘hidden valley’,

With a few sheep, with rocks and stones, and kites

That overhead are sailing in the sky.
And the reader is invited to notice that

Beside the brook

There is a straggling heap of unhewn stones.

[40]

The poem, ‘Michael’, will be about the significance, the tragic
significance, of those stones to an old man, a shepherd who had
lived nearby. It is the human association of the valley and its fields,
the mountain heights and their winds, the stones of an unfinished
sheep-fold by the brook, that interests Wordsworth, not the
description of place for its own sake. One fine October day in 1800
Wordsworth and his sister had ‘walked up Greenhead Gill in search
of a Sheep fold’,** and Dorothy in her journal describes the place,
the orange fern on the mountains, the cattle pasturing on the hill
tops, the kites sailing in the sky, the sheep fold falling away; its form
nearly that of a ‘heart unequally divided’, the bright sparkles of the
water-breaks and little falls in the brook. Her passage is descriptive

of the place as it is.

The same walk for Wordsworth has plunged him into memory, into

layers of memory: of himself as a young boy

Careless of books, yet having felt the power

Of Nature,

and having felt too the power of a story told to him by his household
Dame in Hawkshead about an old Grasmere shepherd. His Dame,
Ann Tyson, had heard the story as a girl, and so the shepherd who
never finished the sheepfold by the brook was already long dead.
The poem ‘Michael” is an exploration of great love and loss and

the endurance of loss, while inextricable in its telling are the

‘many thousand mists’, ‘these fields, these hills’, the storm, the

mountains, the

Feelings and emanations, things which were

Light to the sun and music to the wind.

Wordsworth could make the passion of the old shepherd real and
true because he knew himself what life the hills gave him. He
knew the mists and winds, had rambled the fells as a schoolboy,
walked them as a young man and now lived daily in their sight,
could walk on a fine October morning, and find in his memory and
imagination, among these empty hills a celebration of how human

love and strength can deal with the eternal onslaught of suffering.?!

Wordsworth and Dorothy walked the roads as well as the fells of
Grasmere valley, and they stopped and talked, or rather listened—
Dorothy particularly was good at listening—to the sad stories of
the poor, the people on the fringes of society who were forced to
walk the roads: the beggars, discharged soldiers, rag men, old sailors,
abandoned women, widows, whole families with dog and crying
infant. Wordsworth and his sister walked for pleasure, not in the
dire need that was the lot of most of the wayfarers they met; they
gave bread, small sums of money (Dorothy once gave as much as a
shilling and thought afterwards that she could have got away with
sixpence), but most of all they gave attention. They listened. Dorothy

sometimes wrote down the stories the vagrants told,for, after all, the

[4]]

accounts could have been useful to Wordsworth as a narrative poet.
He had been a passionate radical and an idealist, hoping for a more
equal society, in the early years of the French Revolution; he had
included poems about the pathos and resilience of the poor in that
astonishingly original volume shared with Coleridge, Lyrical Ballads,
1798. Clearly thinking it might be useful to her brother because
he was pondering, they both were pondering, ideas about the uses
of poetry (these were to be discussed in the preface to the second
edition of Lyrical Ballads 1800), Dorothy described an encounter
with an old man they had both met during a walk the week before.
This old man ‘lived by begging’ and hoped to buy and sell ‘a few
godly books’; he had formerly been a leech-gatherer, but ‘leeches
were very scarce’. Dorothy gives a detailed account of what the man
looked like, what he wore, carried and what he told them: deaths of
wife and nine children, the entire absence of the one living son, a
sailor; seasonal problems and scarcity of leeches, a skull-fracturing

accident he had had driving a cart. **

Wordsworth in fact made no use of the walk or Dorothy’s description
of the encounter at the time, but two years later he took another
solitary walk as a poet, walking as it were into his own poetry and
in that imagined walk he remembered and came upon the old man
of two years before. The man now, in the poem, was indeed a leech-
gatherer and was actually standing by a ‘little pond or moorish

flood’. ‘Motionless as a Cloud the Old Man stood’, and the poet



engages him in conversation. We, as readers, have walked with the
poet to this point in the poem, enjoying the sun after the night’s
rain, hearing the birds, breathing the air ‘filled with pleasant noise
of waters’. Like the sky, the grass, the hare, the woods and distant
waters, like the “Iraveller then upon the moor’, who is the poet
himself conducting us upon his walk, we sense the general rejoicing;
the Traveller is ‘happy as a Boy’. But the solitary walk of the poet’s
imagination induces thinking, and the poet’s mood changes to worry
and gloom, the very opposite of happiness. It is then that, depressed
at the despondency that poets suffer, he, our guiding poet, and we
with him, see the leech-gatherer. Now, at this moment, Wordsworth
could surely have made use, along with his own memory of the
encounter, of Dorothy’s detailed description of two years before.
The old man had struck them both as an example of human strength
and endurance in the face of almost overwhelming disasters. And
Wordsworth, finishing the first drafts of his poem, did have several
verses fully devoted to the old man’s direct words, to particular
and new details about him and to such specific facts as Dorothy
had presented in her journal. This all seemed too much for the first
readers, Sara and Mary Hutchinson; indeed, they pronounced the
old man’s words ‘tedious’. At first, Wordsworth felt outraged and
misunderstood, but then he destroyed most of that section of the
poem and finished it by redirecting the walk that had begun on

such a golden morning of the earth’s and the poet’s happiness; he
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has the poem move now into the darker spaces of his own mind.
The leech-gatherer himself is taken out of his own specific and
calamitous history and becomes such a symbol of endurance in an
alien world as one of those erratic boulders that are seen up and
down the Lake District and have been carried long ages past by
glaciers and deposited among rock formations of a different period;
or, says Wordsworth, he is like an ancient sea-beast, hardly alive,
crawled out of the depths of the sea to repose for a time in the
sun. With these comparisons the leech-gatherer has lost most of the
specific details of his particular life in history; he is almost mythic, a
symbol of astonishing endurance. The poet walks up to the old man
stationary by the pond and learns about his ‘Employment hazardous

and wearisome’, about his ‘many hardships’ and how
From Pond to Pond he roamed, from moor to moor.

To the poet, remembering his earlier despondency, even fear, and
‘mighty Poets in their misery dead’, the old man seems like ‘one
whom I had met with in a dream’. The leech-gatherer patiently goes

on with his task; he tells the poet again,

that, gathering Leeches, far and wide
He travelled; stirring thus about his feet

The waters of the Pond where they abide.

The poet began the poem as a “Traveller then upon the moor’, a

walker; the leech-gatherer too has travelled, and now, very old he is
still walking from pond to pond, stopping, stirring the waters and
walking again. The poet’s walking and the old man’s seem to mingle
in the poet’s consciousness. The old man’s travelling, his continuing
endurance into old age, his patient walking as though through life
itself has become a powerful image for Wordsworth; it has become

part of him:

In my mind’s eye I seemed to see him pace
About the weary moors continually,

Wandering about alone and silently.

Wordsworth called te poem ‘Resolution and Independence’; the
leech-gatherer walks with a purpose, and having met him, so does
the poet. Walking in Grasmere valley was part of life; it refreshed

body, mind and spirit:

I am not quite well—we have let the bright sun go down
without walking—now a heavy shower comes on & I guess

we shall not walk at all,

complained Dorothy to her journal at the end of April 1802. But

they did walk, not far, but enough:

we walked backwards & forwards between our house &

Olliffs. We talked ... William left me sitting on a stone.

[43]

Wordsworth presumably continued his pacing. Dorothy often sat

outside. She clearly felt better:
When we came in we corrected the Chaucers ...%*

In old age and illness, Dorothy had the same desire to be outside
and close to the healing (her word) presence of nature; in a period of

confinement to the house she wrote:

The sun shines so bright and the birds sing so sweetly that
I have almost a painful longing to go out of doors, and am
half tempted to break my bonds and sally forth into the

garden ...**

By 1804 there was a toddler in the house and a baby expected. It is
perhaps as well, living in a cottage, that Wordsworth had got into
the habit of composing out of doors. Dorothy explained to Catherine

Clarkson in February 1804:

... He walks out every morning, generally alone, and brings
us in a large treat almost every time he goes. The weather
with all its pleasant mildness, has been very wet in general,
he takes out the umbrella, and I daresay, stands stock-still
under it, during many a rainy half-hour, in the middle of

road or field.*

Wordsworth was writing ‘the Poem on his own early life’ (The



Prelude), explained Dorothy, and by the end of May he was in the
same position and it was still raining. This time Dorothy was writing

to her new correspondent Lady Beaumont:

... at present he is walking, and has been out of doors these
two hours though it has rained heavily all the morning.
In wet weather he takes out an umbrella, chuses the most
sheltered spot, and there walks backwards and forwards,
and though the length of his walk be sometimes a quarter or
half a mile, he is as fast bound within the chosen limits as
if by prison walls. He generally composes his verses out of
doors, and while he is so engaged he seldom knows how the

time slips away, or hardly whether it is rain or fair.>

The two kinds of walking—this meditative pacing and the
walking that covered distance—were constants throughout life for
Wordsworth and his sister: for Dorothy, until she became too ill
in the early 1830s (she lived until 1855), and for Wordsworth,
almost until his death in 1850. This everyday walking in the Lake
District — to Ambleside, Keswick, Ullswater, the Langdale valley, was
punctuated by some dozen ambitious pedestrian tours, and again,
Wordsworth found in these matter for poetry. Walking was in his
blood, a need. Wordsworth knew it and discusses his need in The
Prelude 1805. He could see some virtues in the city, but in his heart

he turned
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To you, ye pathways and ye lonely roads,
Sought you, enriched with everything I prized,

With human kindness and with nature’s joy.

He goes on to speak of the bliss of walking ‘Through field or forest
with the maid we love” as he had walked with his sister in Grasmere,

‘the home of both’. And next to that he placed the ‘dear delight’

of wandering on from day to day
Where I could meditate in peace, and find
The knowledge which I love, and teach the sound
Of Poet’s music to strange fields and groves,
Converse with men, where if we meet a face

We almost meet a friend ...

I love a public road: few sights there are

That please me more; such object hath had power
O’er my imagination since the dawn

Of childhood, when its disappearing line,

Seen daily afar off, on one bare steep

Beyond the limits which my feet had trod,

Was like a guide into eternity ...

... the lonely roads
Were schools to me in which I daily read

With most delight the passions of mankind,

There saw into the depth of human souls ...?’

Wordsworth’s poetry bears all this out. Walking the portions of
the earth they walked was not trivial to either Wordsworth or his
sister Dorothy. It was the context for the creative music of poetry;
it was where humans met and sympathised with each other; it was
an invitation to discover more, possibly apprehend the infinite;
it contained sadness, joy, dignity and beauty as well as misery; it
made the walker alive and alert to the unexpected. The known ways
of Grasmere had a deep sweetness to the Wordsworths and the
unknown ways of the world had a human sweetness too, one that

mingled with the poet’s thought

Of travelling through the world that lay

Before me in my endless way.?®
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Works, ed. Stephen Gill, Oxford: Oxford University Press, 1984.
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Oxford University Press, 1967.

Quotations from the Tour Made in Scotland are from Recollections of that Tour, A.D.
1803 and are published in Journals of Dorothy Wordsworth, ed. Ernest De Selincourt, 2
vols., London: Macmillan, 1941) referred to here as Journals.

Quotations from Dorothy Wordsworth’s Grasmere Journals are from The Grasmere
and Alfoxden Journals, ed. Pamela Woof, Oxford: Oxford University Press, 2002,
referred to here as GJ, with date.
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Caption 21

TWO RECOLLECTIVE JOURNEYS TO THE NORTH:
BASHO AND WORDSWORTH

On 2nd May 1689, the thirty-sixth day of his peripatetic journey
from Edo, Bashod walked into Shinobu, a village near Fukushima, to
visit the famous rock which was believed to have been used to dye
a kind of cloth known as shinobu mojizuri. Shinobu mojizuri had been
adopted by ancient poets as one of utamakura, place names famed
and rhetorically used in classical poems, but Basho found the rock
itself half buried in the ground. His journey to the deep north of
Japan was a personal pilgrimage to such neglected literary topoi. The
village name of Shinobu is said to have been derived from a fern
called shinobuso, but since it is phonetically identical with the verb
shinobu, meaning ‘harbouring secret love or yearning for the past’,
it had been used in classical poems to imply ‘mental distraction by
secret love or enchanted recollection” when combined with mojizuri
denoting ‘twisted patterns’. Based on such artistic sentiments, Basho
composed a piece of haiku on seeing girls planting rice seedlings in

the paddy field:

The busy hands
Of rice-planting girls
Reminiscent somehow

Of the old dyeing technique.'

KAZ OISHI
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The swinging movements of the girls’ hands evoked the traditional
mojizuri artisan skills in Bashd’s mind, but his imagination also
flashed back to the ancient days when people expressed their secret
love in verse. The topos of shinobu mojizuri encapsulates and conjures

up such layers of sentiments.

This is almost a haiku version of Wordsworth’s “The Solitary Reaper’,
composed after his 1803 tour to Scotland. The singing voice of a
‘solitary Highland Lass’ (2) while cutting and binding the grain
prompted the poet to envisage ‘old, unhappy, far-off things, / And
battles long ago’, then to think of ‘more humble’ matters of today and
future (19-20, 21).2 Wordsworth’s journey was similar to Basho’s
foot journey to the north: it was a process of visiting, imagining and
recollecting the immortal voice of the past.® Six days after leaving
Shinobu, Basho was enthralled by discovering what he believed to
be a stone monument called Tsubo no ishifumi on the ancient site of
Taga Castle. It was erected during the reign of Emperor Shomu (CE
724-49) to commemorate the now vanished fortress built in CE
724 and had been celebrated by classical poets as a metaphor for
‘something too far or hard to discover’. The inscribed letters were

still visible, though covered with thick moss. Basho rejoiced that it



survived a thousand years as ‘the living memory of the ancients’ in
‘this ever-changing world where mountains crumble, rivers change
their courses, roads are deserted, rocks are buried’.* Standing by
the monument, Basho reassessed and confirmed his own poetical
identity within history. His journey was a kind of literary tourism
filled with such ‘spots of time’—moments of self-examination upon

encountering the sites of literary and collective memories.

Just as with Wordsworth, the habit of ‘wandering’ constituted the
crucial part of Basho’s career. Before he followed the footsteps of
the twelfth-century itinerant poet Saigyo in the deep north, he had
made three long foot journeys to the middle regions of Japan and
published travelogues about each. We can find in them beautiful
harmony between his poetic consciousness and nature. His scenic
descriptions are as picturesque, inspirational and self-reflective as
Wordsworth’s lines in Descriptive Sketches and The Prelude. We can
see Basho striving to establish a new poetics then. All his efforts
bore fruit in his last travelogue The Narrow Road to the Deep North,
published posthumously in 1702, which ingeniously unified plain,
yet highly aestheticized poems combined with unpretentious prose
narratives. ‘Days and months are travellers of eternity’, he wrote at
the very start of the journey (97). With such a sense of mutability,
he could clearly discern what remained unchanged in the current

of time: places of literary fame repeatedly celebrated by poets from
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ancient times and the sites of collective memories. By composing
poems at each site, he remembered the dead as genii loci and aspired

to immortalize their histories in a modern poetical language.

Travelling is more often a self-reflective journey to the past in
Wordsworth’s poems, but his poems on his Scottish tours are
comparable to Basho’s journey to the north. They recounted his
pilgrimages to literary and historic sites, such as the graves of
Burns and Rob Roy, Fingal’s cave and ruined castles. Just as Basho
confirmed his own poetical identity at Tsubo no ishifumi, Wordsworth
was reassured of his own career when he visited Burns’s grave in
1803, who taught him ‘How Verse may build a princely throne /
On humble truth’ (‘At the Grave of Burns’, 35-36).° Though
disappointed by the real scenery of the renowned Yarrow in his
1814 trip, “Yarrow Revisited” composed on his second visit in 1831
is imbued with the sense of time and history. “Though we were
changed and changing’, the meandering river united ‘Past, present,
future, all ... / In harmony’ (36, 29-30).¢ It indicates the way in
which the picturesque scenery of the river resurrects memories
of the dead and the living for the future, ‘[IJike guests that meet,
and some from far, / By cordial love invited” (31-32). The sense of
mutability more distinctly emerges at the ruin of Kilchurn Castle,
which is ‘softened and subdued / And quieted” by ‘the memorial
Majesty of Time’ (‘Address to Kilchurn Castle, Upon Loch Awe’,

41-42, 21).” Wordsworth also ascertained the collective identity of
Scottish people by remembering their heroes, at the grave of Rob
Roy in 1803, at Bothwell Castle, and at the Earl of Breadbane’s
ruined mansion and family tomb in 1831. His other poems— The
Ruined Cottage’, for instance—are also concerned with vicissitudes
of human life and nature, but poems on his Scottish tours are more
seriously engaged in locating and renewing collective memories
buried in graves and ruins, just as Basho’s poems are. We can hear
such a Wordsworthian voice in Bashd’s haiku composed for Lord
Yoshitsune and his men, who encountered their tragic deaths in

1189 at Hiraizumi:

A thicket of summer grass
Is all that remains
Of the dreams and ambitions

Of ancient warriors.®

The poem represents another ‘spot of time’, where dead heroes were

reassessed and commemorated against the flow of time.

Very curiously, all these poetical recollections by the two poets are
constructed by certain fictional manipulations and creative infusions.
Just as Wordsworth recast and altered circumstances during his

composition, Basho often changed the chronological order of his
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journey to enhance the artistic effects of his poems. His meandering
handwritings on the manuscripts, occasionally patched up with
revised sheets, suggest not only his rambling journey of literary
commemorations, but also a reconstructed process of recollection
and self-examination as a poet inspired by the vicissitudes of nature

and by living in the flow of time and life.’
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Caption 22

HANDWRITING AND SCRIPT—
AN EMBEDDED AND EMBODIED RELATIONSHIP TO PLACE AND SOCIETY

It may seem perverse to compare the sophisticated calligraphy
of the Japanese poet Matsuo Basho with the tight and restricted
handwriting of the British Romantic poet William Wordsworth.
Yet the comparison is revealing, not simply of the role writing has
played in two contrasting cultures but in highlighting a significant
moment in the history of writing in Europe. During Wordsworth’s
lifetime a shift occurred in the way handwriting was perceived;, no
longer viewed as a marker of class, gender or occupation, it became
understood as a reflection of character and incident. Ultimately
this insight led to the incorporation of graphic mark-making within
strands of twentieth century art, the rebirth of calligraphy as an
art form in the west and an understanding of western writing that

brought it closer to the East Asian tradition.

But how to convey these two worlds in a brief space? One must

write poetically and allow objects to speak for context.

Two writing tables. Basho’s is low, made for writing whilst seated on
the floor. Writing materials are laid across its surface. An ink stone,

cool to the touch, drops of water gathered in a pool on its dark

EWAN CLAYTON
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surface, will be used to grind the black ink stick lying next to it. The
stick is lightly perfumed, made from carbon particles, compacted
smoke, the essence of a flame. Nearby lies Basho’s brush. His father,
a member of the samurai class, who supplemented his income by
giving calligraphy lessons, had taught him how to use this tool.
Then, in the court of his young Lord and friend Todo Yoshitada, he

first employed it for his own poetry.

After Yoshitada’s unexpected death at twenty-five Basho undertook
the pilgrimage to the mountain shrine of Koyasan to entomb a
symbolic lock of Yoshitada’s hair. Among the tumbled rocks, mists
and tall cedar trees he came under the influence of the long-dead
patron of the shrine Kukai or Kobo-Daishi (774-835), the founder
of an esoteric tradition of Buddhism. Kukai was a calligrapher whose
influence can be traced in Basho’s early work. Over time Basho’s
style changed reflecting developments in his poetic understanding,’
he moved towards dry simplicity. He used his calligraphy not only
on the solitary road to record his travels but to make inscriptions as
presents to friends, patrons and the students who gathered round

him. His was an easeful connection to writing.



The symbols Basho traced went back to distant origins in ceremonies
of divination held in late Shang China. The cracks in the bones of
ritual burnt offerings were read as signs of emerging forces at work
in the Universe. Over the generations soothsayers had come to read
the shape of these ‘answers’ in predictable ways. From the start,
characters in East Asian writing systems were likened to symbols of
nascent realities. From the first-century CE onwards writing in China
had been recognized as an expressive medium and by the eighth

century a critical literature around its aesthetics had developed.

On Wordsworth’s writing desk lay a writing set, two ornamental
glass inkwells on a brass tray to hold quill pens.? The shiny nature
of the glass and moulded brass contrasted with the pens that lay
there. The pens were fashioned from the flight feathers of a goose.
They must be cut and split by hand and constantly kept in trim
if they were to write. Untrimmed, they scratched, flooded and
spluttered on the surface of the papers and notebooks Wordsworth
used. Wordsworth shows some connoisseurship in the notebooks he
selected, red morocco bound or notebooks bought in Calais covered
in blue paper. But the pens are ill-favoured; the ink, thin and bitter,
made from iron salts and tannic acid, over time would fade from
black to grey, to brown. But in this Wordsworth was not untypical of

his time; connoisseurship around writing itself was rare.
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Yet by the time Wordsworth was eight years old, south, across the
channel, towards the Alps (a route Wordsworth would walk years
later) the Swiss cleric Johann Caspar Lavater (1741-1801) had
published his widely read Physiognomic Fragments,® (1775-8). In the
second edition he added a chapter on ‘Character in Handwriting’;
Goethe wrote the introduction. Lavater captured something in the
zeitgeist when he wrote it was ‘highly probable that each of us has his
own handwriting, individual and inimitable ... is it possible, that
this incontestable diversity of writing should not be founded on the

real difference of moral character?’ *

By now printing had spread to provincial towns across Europe. It was
familiarity with the uniformities of print that meant handwriting, by
contrast, was now recognized as carrying an individual stamp.” By
the century’s end, when Wordsworth was thirty years old, writing
had been reconceived as emanating from the natural force and energy
of an individual, autographs were soon collected® and Lavater’s work
developed into an articulate awareness of character in handwriting.

The foundation of the study of graphology had been laid.”

Wordsworth himself may never have known of this work but, ever a
bell-weather for developments in the world of the imagination and
feeling, by the age of seventeen he had developed a psychosomatic

relationship to his script and writing instruments—perhaps the first

such case to be documented. In his own obscure imaginings, writing
clearly carried a projection of psychological content. When his
poetic imagination became engaged, Wordsworth’s hand wrestled to
express itself, his muscles became bound and pain infused the left
side of his body, around his heart. ‘I should have written five times
as much as I have done but that I am prevented by an uneasiness
at my side and with a dull pain about my heart—I have used the
word pain, but uneasiness and heat are words which more accurately
describe my feeling. At all events it renders writing unpleasant.’
(from Wordsworth to Coleridge, Goslar: December 1798). This

ailment remained with him for the rest of his life.

There is no physical reason, in a right-handed writer, for the left
side of the body to become stressed. This is an affliction of feeling.
Wordsworth’s pain calls attention, both personally and to his times
at large, to a disjuncture and to new possibilities for connection
between hand and heart. Such experiences mark an important
turn in the story of western writing: a clear call to authenticity in
the activity of writing itself, not simply in letter shape.” Here is a
potential point for breakthrough into the first western calligraphy
of the heart, but one, alas, that it would take several generations to

cycle through.
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Ewan worked as a consultant to Xerox’s Palo Alto Research Center (PARC) where
he researched the use of documents in shaping the patterns of our lives. In 2013 his
book The Golden Thread, a history of writing, was published by Atlantic Books. He has
taught and exhibited work widely in Southern and Central Asia, Africa, Europe and

North America. www.ewanclayton.co.uk.
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WANDERER POETS EAST AND WEST:
FROM WORDSWORTH AND BASHO TO NEW CREATION

This year marks the 370th anniversary of Basho’s birth and 320th
commemoration of his death. In a year of such great significance, it is
a great pleasure to encounter such a creative and thought-provoking
exhibition informed by a comparative cultural perspective at the

Wordsworth Museum in England’s beautiful Lake District.

1. Basho

What does travel mean to literature and art?

The famous Japanese wandering poet Matsuo Basho respected the
Chinese traveling poet Tu Fu, and admired the Japanese itinerant
bard Saigyo. The medieval Japanese author Kenko writes in his

collection of essays Tsurezuregusa (Essays in Idleness):
Tzuku nimo are, shibashi tabidachitaru koso, me samuru kokochi sure.

No matter what the destination, the act of setting out on

even a short journey inspires reawakening.

(Episode 15)

SHOKO AZUMA
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Kenko’s comment is that, wherever the destination, time spent
travelling brings a refreshing feeling of new insight. The experience
of travel gives us a chance to get away from our day-to-day lives
and restore our sensitivity of perception. Indeed, everything we

encounter on a trip can seem like an illumination.
This is how Basho writes of travel:
Tokaido no hitosuji mo shiranu hito, fiiga ni obotsukanashi, tomo ieri

“Those who do not know of the Tokaido have no

understanding of fiiga (artistic expression),” he also said.
Doho, Sanzoshi (Three notebooks)

This is a famous passage where Basho tells his disciple that unless
you have experience of the Tokaido, you cannot follow the Path of
haikai, the historical form of haiku. He says that if you aim to create
haikai, you must at least travel on the Tokaido, the most important
of the Five Great Routes of Edo-period Japan, a remark that attests to

the great importance he put on the experience of travel for the artist.



Basho made five trips while he was in his forties, and these resulted
in his five travel journals. These journeys he undertook—traipsing
over the unpaved roads of early modern Japan period on foot, or
travelling by palanquin or on horseback—must have involved great
hardship. Nozarashi kikdo (Record of a weatherbeaten skeleton),
Kashima mode (Pilgrimage to Kashima), Oi no kobumi (Rucksack
notebook), Sarashina kiko (Sarashina travel journal), Oku no hosomichi
(Narrow road to the interior) ...: Basho’s health was seriously
affected by the many days he spent on the road between the ages
forty and forty five. When he died at the age of fifty in Osaka, he
was travelling to IKyasha and Shikoku on the journey that was to

be his last.

Nature’s Mutability is the Origin of Art
Elsewhere among the teachings that Basho shared with his disciples

we read:
Shi no iwaku, “Kenkon no hen wa fiiga no tane nari” to ieri.

The Master said, “The changing nature of the world is the

seed of fiiga (artistic expression).
Doho, Sanzoshi

The ‘master’ here is Basho, saying that all the transformations of

the natural world serve as the basis of haiku. ‘Figa’ may refer either
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to art in a broad sense, or to haikai in particular. He also said that
amid the climate of Japan, with its four seasons, you must closely
observe the transformations of nature; and that as soon as you
notice something, you must write of it before the spark of inspiration
fades. Furthermore, Basho consistently rejected the old, advising
‘seek what is new’; he constantly strove to deepen originality. For
him, travel offered the chance to make new discoveries by walking

between heaven and earth.

2. Wordsworth

Natsume Soseki’s Theory in “English Poets’ Ideas on

Natural Scenery”

Wordsworth is one of the greatest nature poets, an exemplar of
nineteenth century Romanticism. In his essay ‘English Poets’ Ideas on
Natural Scenery’, Natsume Soseki,, the renowned modern Japanese
writer and English literary scholar, explains the naturalism of
Wordsworth as something that arises from ‘wisdom’ and ‘philosophical
insight’, maintaining that he is ‘the master of the masters, who
integrates with myriad changes and subsumes the universe without

insufficiency. That is the naturalism of Wordsworth.’

Wordsworth and Basho
Basho (1644-1694) lived in the early Edo period; the life of
Wordsworth (1770-1850) belongs to the latter part of the same

era. Both were poets that spoke to their respective nations, both

were poets who interacted closely with nature. Both loved travel,
and used it as background of their philosophical theories. Both lost
their fathers at around the age of thirteen. A difference between
them is that while Wordsworth got married and had a family,
Basho remained single, though he associated closely with a network
of disciples. Anyhow, one is the Eastern poet in the seventeenth
century, and the other is the Western poet of the late eighteenth to

early nineteenth century.

3. Two Daffodil Poems
Wordsworth’s ‘Daffodils” is a deeply affecting masterpiece; Basho

also composed verses on the topic of this flower.

‘Daffodils’
William Wordsworth

I wandered lonely as a Cloud

That floats on high o’er vales and Hills,
When all at once I saw a crowd,

A host, of golden Daffodils;

Beside the Lake, beneath the trees,

Fluttering and dancing in the breeze.

Continuous as the stars that shine
And twinkle on the milky way,

They stretched in never-ending line
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Along the margin of a bay:
Ten thousand saw I at a glance,

Tossing their heads in sprightly dance.

And then my heart with pleasure fills,
And dances with the Daffodils.

suisen ya shiroki shoji no tomo utsuri

narcissus in a vase,
sliding paper door behind—

reflect whiteness of each other

sono nioi momo yori shiroshi suisenka

scent of narcissus
is felt

whiter than peach

Basho

Caption 20
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Because suisen (narcissus) is a kigo (season word) for winter, Japanese
daffodils convey an image of whiteness and cleanliness. It is different
from that of Western yellow daffodils. Also, as the pronunciation
of the flower’s name is derived from the Chinese reading of the
characters used to write it, daffodils were never featured in waka,
31-syllable courtly verse. The first time daffodils appear in poetry
was in Edo-period haikai. Basho was drawn to the beauty of
whiteness, and therefore composed exquisite haiku on this theme.
We also can find daffodils in wukiyo-¢ (coloured woodblock prints),
in which the flower is depicted inside a room or by the water. Aside
from this, other themes common to both Wordsworth and Basho are

the cuckoo, the butterfly and the daisy.

4. Toward a New Challenge

Walking and Creation/Re-creation from Handwritten Manuscripts
The concepts of this exhibition are quite unprecedented. In the
first place, a consideration of what the act of walking affords to
poets, writers and artists is a theme that is extremely simple yet
fundamental to humanity. I am sure that it will lead to the opening
of new perspectives. In the second place is the idea of the entirely

new creative work we attempt in response to our reception of

writers” own handwritten manuscripts. This seems to me quite an
interesting practice, as long as the manuscripts to which we refer
are those inscribed in the poets’ own handwriting, even in facsimile
form. At all events these two themes are a promising indication of

the emergence of creative readers in our own time.

Finally, I would like to mention the fact that International Haiku
has proliferated greatly in this age of globalization, and that large
numbers of people write haiku in their own languages in as many as
fifty countries around the world. Here in Britain, the British Haiku
Society engages in wonderful activities, many of which I have heard
about from its former president, David Cobb. Haiku is the shortest
poetic form in the world, one that has fascinated poets all over the

world by its “instants of beauty.”

I would like to express my gratitude and good wishes for the future
to the Wordsworth Museum for this innovative exhibition in
collaboration with the work of Basho. Also, please let me invite the
visitors of this exhibition to come one day to the Basho6 Memorial
Museums in Japan (one in Kot6-ku, Tokyo and the other in the city of

Iga in Mie Prefecture) and as well as other archives related to Basho.
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I wish to express my profound esteem to all the people who have
participated in this effort to bring together Wordsworth and Bashé.
Last of all, I hope that all of you will enjoy this new creation, and

experience the freedom of imagination this exhibition represents.

Biographical Note

Shokd Azuma is a professor at Jumonji University, Japan. She graduated with a degree
in Japanese literature from Japan Women’s University and obtained a doctorate in
comparative cultural studies from Ochanomizu University. She specialises in early
modern Japanese literature and has written widely on Basho’s poetry. Her study of
his use of seasonal language published by Meiji Shoin in 2003 was awarded the
Yamamoto Kenichi Literature Prize. She has undertaken comparative research on the
representation of journeys in eastern and western literature, taking The Narrow Road
to the Deep North as a case study.
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KEN COCKBURN

While yet we may, 2014, book, 130 x 180 mm.
‘While yet we may’, box with cards, 100 x 90 x 33 mm, edition of 5

Ken Cockburn works as a freelance writer, translator, editor and
writing tutor, based in Edinburgh. He has always been interested in
haiku and like many previous practitioners of the form, his practice
often involves collaborators and other art forms, as in his project
with Alec Finlay, The Road North, a Scottish version of Basho’s 17th-

century journey in northern Japan.

Cockburn’s new work for this show is deceptively simple in its modes
of collaborative composition, bringing together the words of poets
separated geographically and historically, yet linked here through

poetic reassociation.

The book of verse and box of cards which comprise “While yet we
may’ are both composed of seventeen words from Basho’s Oku no
hosomichi (The Narrow Road to the Deep North) and fifty one extracts
from The Prelude, The Recluse and ‘Lines Composed a Few Miles
Above Tintern Abbey’ by William Wordsworth.
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The idea for “While yet we may’
came from a ‘variable construction’
by the poet Gael Turnbull (1928-
2004), which consisted of two
sets of cards; one of twenty eight
cards, each featuring a noun, the
other of 112 cards, each featuring
a qualifying phrase. As Turnbull explained, ‘any one of the one
hundred and twelve phrases may relate to any of the twenty-eight
nouns’. Of a published version in which each phrase was paired
with a noun he wrote, ‘this version is no less final than any other’.
The same applies to the versions of “While yet we may’ printed and

exhibited here.

With thanks to Luke Allan, Alec Finlay, Lorna Irvine, Lila Matsumoto
and Angus Reid.

Ken Cockburn caption 1

Photo of his installation

Ken Cockburn Caption 2
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Ken Cockburn Caption 3




yume
dream
these gleams of past existence

#5 it

tanzaku
a poem
surpassing grace to me hath been vouchsafed

[RGB

hayabusa
sweeping falcon
trackless hills by mists bewildered

Ken Cockburn Caption 4
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matsu
the pine
rooted now so deeply in my mind

gL LET

hototogisu
cuckoo
how fast that length of way was left behind

EN

shizukasa
stillness
nor should this, perchance, pass unrecorded

Ken Cockburn Caption 5

ZLLET

hototogisu
cuckoo
an index of delight

-

natsuyama
summer mountain
at my feet the ground appeared to brighten

matsu
the pine
a breath of fragrance

Ken Cockburn Caption 6
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sekifu
a single wild duck
I must tread on shadowy ground

P2 X

shizukasa
stillness

to the brim my heart was full

i

natsuyama
summer mountain
breath and everlasting motion

Ken Cockburn Caption 7




William Wordsworth
The Prelude
1799
Fair copy in the hand of Dorothy Wordsworth
(Open to show Book II, 381-387)
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Ken Cockburn

While yet we may, 2014,
Book
Box with cards, edition of 5

Ken Cockburn’s work brings together the words of poets separated geographically
and historically, yet linked here through poetic re-association.

The book of verse and box of cards which comprise While yet we may are both
composed of 17 words from Basho’s Oku no hosomichi (The Narrow Road to the Deep
North) and 51 extracts from The Prelude, The Recluse and ‘Lines Written a Few Miles
Above Tintern Abbey’ by William Wordsworth (a copy of the first edition of this
poem can be seen in the adjacent display case)

The idea for While yet we may came from a ‘variable construction” by the poet Gael
Turnbull (1928-2004), which consisted of two sets of cards; one of 28 cards, each
featuring a noun, the other of 112 cards, each featuring a qualifying phrase. As Turn-
bull explained, “any one of the one hundred and twelve phrases may relate to any of
the twenty-eight nouns”. Of a published version in which each phrase was paired with
anoun he wrote, “this version is no less final than any other”. The same applies to the
versions of While yet we may printed and exhibited here.

With thanks to Luke Allan, Alec Finlay, Lorna Irvine, Lila Matsumoto and Angus Reid.

Darwn over the Coniston Fells

Photography by David Unsworth




MIKE COLLIER

The Texture of Thought: Fairfield (From Dorothy Wordsworth’s
Journal entry, 23" & 24™ October 1801)

Unison Pastel onto Digital Print (x3); 2014

35 x 65 cm

The Texture of Thought: Helvellyn (From Dorothy Wordsworth’s
Journal entry, 25" October 1801)

Unison Pastel onto Digital Print (x3); 2014

35 x 65 cm

Mike Collier’s work often relates directly to walks he has undertaken
‘in the footsteps’ of others, including Bashoé and Wordsworth. He has
walked many of the same Lake District routes described by Dorothy
in her journals and walking as such is both inspiration and subject
matter for a creative practice in which he explores the relationship
between artwork and the phenomenological apprehension of specific

localities.
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In the pieces included
here, Collier colours
directly with hand-
made Unison pastels
over scanned extracts
from Dorothy’s 1801
Grasmere Journal in
which she describes
favourite walks made or attempted. Fascinatingly fragile objects,
Dorothy’s journals bear the physical imprint of their maker, the
handwriting both expressive and much laboured over. Often
obscured by scoring through and reworking, the legibility of the
journals is difficult for contemporary readers more used to words
and letters on a screen or on a printed page. Collier’s painterly marks
add yet another layer of visual intrigue as he responds directly to the
content of the journal entries with intuitive colour notations of his

own, made quickly in the studio.

In this creative reworking, Collier has deliberately selected journal
entries that describe favourite routes Dorothy followed—and ones he
has walked a number of times: an ascent of Fairfield foiled by weather,
followed two days later by a walk ‘upon Helvellyn, glorious, glorious
sights’. In the two pieces exhibited here, Collier’s interventions draw
attention once more to her words and imaginative reveries, to her

characteristically fresh powers of natural description.

Dorothy Wordsworth
Grasmere Journal
Entry for 24 and 25 October 1801



o

Coniston—a grand stormy day—
drank tea at home.

Friday 23rd. A sweet delightful
morning. I planted all sorts of
plants, Tom helped me. He & W
then rode to Hawlkshead. I baked
bread and pies. Tom brought me 2
shrubs from Mr Curwen’s nursery.

Saturday 24th. Attempted
Fairfield but misty & we went no
turther than Green Head Gill to
the sheepfold—mild misty
beautiful soft. Wm and Tom put
out the Boat brought the coat from
Mr Luff’s. Mr Simpson came in at
dinner-time—drank tea with us &
played at cards.

Mike Collier Caption 3
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Sunday 25th. Rode to
Legberthwaite with Tom—
expecting Mary—sweet day—
went upon Helvellyn, glorious
glorious sights—The sea at
Cartmel—The Scotch mountains
beyond the sea to the right—
Whiteside large & round & very
soft & green behind us. Mists
above & below & close to us,
with the Sun amongst them
they shot down to the coves. Left
John Stanley’s at 10 minutes
past 12 returned thither "4 past
4—drank tea ate heartily—before
we went on Helvellyn we got
bread and cheese— paid 4/- for
the whole—reached home at 9 o
clock

Mike Collier Caption 4
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Ewan Clayton (Calligraphy) with
Nao Sakamoto (Dyed Paper).

‘Infinite Imagination: two poets at night, the moon on Mount
Snowdon; the Milky Way over Sado Island’, 2014.

Natural Indigo dye on Kozo fibre paper with sumi, gold and silver leaf.
180 cm x 66 cm.

The collaboration between UK-based calligrapher Ewan Clayton and
Japanese paper artist Nao Sakamoto has resulted in a beautifully
evocative installation in which the poetic visions of Wordsworth and

Basho are reimagined in echoing layers.

Akin to a hanging scroll and written on both sides, the scale
here is intimate yet expansive, the writing visible yet obscured.
‘Infinite Imagination” speaks to the fragile materiality of Basho and
Wordsworth’s poetry: to the deceptively simple calligraphy of the
former as much as the cramped, overlaid scripts of the latter. In their
process of writing Wordsworth’s and Basho’s words anew, Clayton
and Sakamoto draw attention to the aesthetics and physicality of

the written word.

Often used in the process of manuscript conservation, Sakamoto’s

delicate Kozo paper has been coloured with an indigo dye so that
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it is almost opaque at the top and more transparent at the bottom,
becoming in turn the base for Clayton’s calligraphic overlay. In this,
the almost unrestricted space of the paper becomes a challenge
for calligraphic exploration. There is certain vulnerability in such
a collaborative process, a vulnerability that is as much material as

ethical, aesthetic as well as philosophical.

Clayton and Sakamoto are equally fascinated by the speculative
thought that underpins the writing of Bashé and Wordsworth. The
poems selected here imagine moments of moonlit immensity and the
infinite ecstasies of the natural world (the famous ascent of Snowdon
from Wordsworth’s Prelude on one side, with Basho’s envisaging of the

Milky Way stretching over Sado Island on the other).

Mike Collier Caption 1
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ALEC FINLAY

‘word-mntn (Haguroyama)’, 2014, maple cubes, each 4 x 4 cm
‘word-mntn (Ogura)’, 2014, maple cubes, each 4 x 4 cm
‘word-mntn (Schiehallion)’, 2014, maple cubes, each 4 x 4 cm
‘word-mntn (Sgurr nan Gillean)’, 2014, maple cubes, each 4 x 4 cm
‘word-mntn (Slioch)’, 2014, maple cubes, each 4 x 4 cm

‘word-mntn (Nildc)’, 2014, maple cubes, each 4 x 4 cm

Alec Finlay, a-ga: on mountains, 2014, book, 130 x 180 mm.

Alec Finlay’s beautifully simple ‘word mntn’ are constructed from
wood cubes that, on one level, we may associate with children’s
building-blocks. Deceptively playful, the ‘word-mntn’” in fact mask
complex layers of literary, artistic, personal and philosophical
association. Like much of Finlay’s work, they are influenced by
Basho’s pared back haiku and exemplify the artist’s typical concerns
with human engagement in landscape. Initially explored as drawings
composed from the names of mountains visible on or from Skye,
the sculptural ‘word mntn’ exhibited here are constructed from
both Scottish and Japanese mountain names. They typify Finlay’s

innovative approach to the experiential dimensions of his practice,
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inviting us as viewers to play imaginatively with the bricks, moving

and constructing our own mountains from them.

Working across various media, Finlay’s work is often collaborative,
socially embedded or digitally shared and as such manifests his belief
in the essentially collective nature of creativity. “Word mntn’ extend
his interest in our personal and collective senses of mountains,
from the etymological roots of their naming through poetry and
performative artistic investigation. His collected thoughts on
mountain viewing, walking and non-walking appear in the newly

published book a-ga: on mountains also exhibited here.

Alec Finlay caption 1, 2, 3, 4
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Alec Finlay caption 5



selections from a-ga
the deer’s place: wilderness

a-ga: Sanskrit, ‘mountain,
that which does not go’

the mountain is vulnerable:
with one hand

we may blot it out

hills are for daydreamers;

mountains demand vigilance

a mountain can raise itself up
on a fault

without mountains
no tea

war on the lodges
peace to the bothies

place a stone

on the past

Alec Finlay
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Alec Finlay caption 6 and 7

Alec Finlay caption 8
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EIICHI KONO

‘Homage to Basho

37 x 140 cm

2014

Japanese brush writing on both sides of handmade kozo paper

(reverse boustrophedon)

In this very personal ‘homage’, Eiichi Kono looks back to the culture
of his youth by way of Basho. Having spent half of his adult life in
Britain, this ‘return’ to Basho is also a return to the language and
script of his childhood. Performed through the very act of writing, in
a gestural tribute that is both familiar and strange, Kono re-presents
the entire narrative of Basho’s Oku no hosomichi (The Narrow Road to
the Deep North) as a singular line progressing from one side of the
paper to the other continuously. The structure, without typographic
conventions of punctuation, creates what the artist has termed a

‘texture of walking narrative’.

Having grown up with an awareness of Basho as a major Japanese poet
and familiar with the concise precision of haiku , Kono encountered
a different Basho while reading and then rewriting his great travel

diary. In Kono’s words, Basho was suddenly an unfamiliar thing in
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an unknown place and time, and so the act of writing the characters

was enough in itself:

“The writing was arduous, sometimes tedious, sometimes
exhilarating, demanding concentration, but regardless of physical
discomfort, I was drawn back to the narrative time and again
and compelled to continue to the end. As time went on, with the
rhythm and sensation of the writing, through my minuscule effort
I had a closer sense of Basho on his journey and felt compassion

for his intention.’

Eiichi Kono Caption 1
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ZAFFAR KUNIA

‘Placeholder’
2014

The Wordsworth Trust has hosted a poet’s residency for almost 20
years, offering a new writer each year an opportunity to live and
work in a cottage in Town End, Grasmere, just around the corner
from Dove Cottage, and be inspired by the literary landscape of
Wordsworth. Zaffar Kunial is Poet in Residence for 2014 and has
produced a new poem especially for the exhibition “Wordsworth and

Basho—Walking Poets’.

Kunial’s ‘Placeholder’ finely encapsulates the exhibition’s theme
of artistic legacy: the layered reverberations of previous and other
poetic voices from printed page and manuscript. Wordsworth,
Seamus Heaney and Kunial exchange a tapestry of words across the
centuries, in a poem that is keenly visualized in both its printed and

exhibited forms.

In this, ‘Placeholder” draws attention to the very material of words
and the poetic labour that is involved in their crafting, Kunial’s
‘scored’ space reminding us of the many effacements and rewordings

in poetic composition, as we see/hear him dialogue with the words
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of others. The final line, “The slide in meaning suits this sliding
place’, is a gentle answering back to Heaney, whose own words to

Wordsworth frame Kunial’s own.

Similarly, the great manuscripts in the collection of the Wordsworth
Trust, some of which are exhibited here, tell of this struggle for
meaning and the slipperiness of such, as poets and readers alike
meet with the fabric of text. Heaney himself acknowledged such

richness in opening the Trust’s Jerwood Centre in 2005.

Placeholder

Not the bootless runners lying toppled
In dust in a display case,

Their bindings perished,

But the reel of them on frozen Windermere
As he flashed from the clutch of earth along its curve
And left it scored.

—Seamus Heaney

Those old blades scratched the surface of Esthwaite
and not Windermere, as Heaney had it,
tracing that scrape with a star in Wordsworth’s Skates.
That the star lay elsewhere sits about right—
I like the mistake. The lake being astray
speaks of dark ice, like Wordsworth’s crossings-
out—in the line that lay at the heart of Heaney’s
poem in the first place:
To cut across the

of a star. I've scored that space because shadow
first held sway. And wrongly, as light can’t cast
dark. Next up, the star’s image would land where
his skate passed. Then, the curt Latin, at last:
reflex. Fitting the foot.

And, beyond the grave,
that fixed word’s meaning would still change the script.
Cold reflection gave ground to a quick nerve—
till the star touched base, as the steel blade slipped
across that spot of ice—and scored deep space.

The slide in meaning fits this sliding place.

Reflex n. 1508, reflected light .. from Latin reflexus ... The meaning
of involuntary action in response to nerve cell stimulation is first recorded in 1877.

—Chambers Dictionary of Etymology

Tl never forget the almost religious thyill I got from secing the notebook where Wordsworth scribbled the first

lines of The Prelude, and seeing also the poet’s skate, still trim enough to cut across the reflex of a star.

—Seamus Heaney, speech on opening the Jerwood Centre, 2005

Zaffar Kunia Caption 1
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MANNY LING & CHRISTINE FLINT-SATO

‘Mountain Lines, Water Lines’
46 x106 cms (each, framed)
2014

Sumi ink on Japanese Wash paper

The meeting of East and West (Wordsworth and Basho) is epitomized
in the new collaborative work of Manny Ling and Christine Flint-
Sato. Flint-Sato is a British sumi ink artist who lives in Japan while
Ling, who is from Hong Kong and lives in Britain, also works across

Western and Chinese calligraphic traditions.

Central to both calligraphic traditions is the creative repurposing
and reinterpretation of existing texts. The combination of image and
text is also common in East Asian artistic tradition: Basho himself
often made drawings to go with his poems and diaries. For this
collaboration the artists draw on elements of both traditions. Ling
initially selected the Wordsworth verses that would form the basis of
their joint reinterpretation. Flint-Sato edited still further, to identify
verses related to mountains, water and the liberating potential of
nature: elements she could best visualize and express within the East

Asian ink painting tradition.
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The resulting works manifest a rich layering of process and
associations. Wordsworth’s verses are re-presented by Ling, written
over Flint-Sato’s sumi ink painting on Japanese Wash paper. Ling’s
experimental approach to calligraphy, the most traditional of arts, is
seen in the lettering he uses, in the strokes and marks that visually
echo the movements of plants and other natural elements. Flint-
Sato’s visualisation of mountains and water in turn is a personal
reinterpretation of motifs characteristic in East Asian painting,
prioritizing the more abstract elements of the artwork, the washes,
lines and dots, that again simultaneously relate tradition and
contemporary practice. In this process, the quintessential English
poet is refigured through East Asian materials and calligraphic
perspectives, as Japanese paper and inks are combined with a
distinctly gestural process, one that embraces spontaneity, chance

and accident.

Manny and Christine Caption 1 & 2
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Manny and Christine Caption 3 & 4



Manny and Christine Caption 5 Manny and Christine Caption 6
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CHRISTOPHER MCHUGH

‘Flotsam and Jetsam (Portmanteau)’
2014
porcelain, terracotta, soda glass, mixed media

approx. 120 cm (H) x 60 cm (W) x 50 cm (D)

McHugh’s work responds to themes of memory and the ephemerality
of the human condition in the work of both Basho and Wordsworth.
While Basho often revisited ruins and other sites of communal
memory in his poetry, Wordsworth was concerned that human
endeavour—both monuments and works of literature—were at
risk of destruction through catastrophe and would be outlasted by
nature. Both poets were also interested in uncovering for posterity
the marginalised histories of everyday folk (the flotsam and jetsam)

they met on the road.

Similarly, throughout much of his ceramic work McHugh evokes
potentially overlooked narratives and materialises that which
otherwise might remain absent. ‘Flotsam and Jetsam (Portmanteau)’
is an installation piece consisting of hundreds of mainly slipcast and
press-moulded ceramic components. By combining durable ceramic

elements with an ephemeral, reworkable mode of presentation,
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the ‘scarred’” porcelain fragments in the installation occupy an
ambivalent position somewhere between absence and presence,
manifesting a sense of enduring loss and melancholia. Blades of
grass made from soda glass grow through the ceramic assemblage,

suggesting the endurance of nature over culture.

The installation title references Wordsworth’s portmanteau suitcase
which is on display in Dove Cottage and alludes to Basho’s “The
Records of a Travel-Worn Satchel’. A portmanteau is also a word
formed through the combination of two or more other words,
resulting in a new meaning. This piece synthesises something of the
essence of both poets, repackaging their words into a new object
with contemporary resonances. This piece is inspired by verses 68—
92 of Wordsworth’s The Ruined Cottage and a haiku written by Basho

when he visited the abandoned castle at Hiraizumi in 1689.

Chris McHugh Caption 1
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NOBUYA MONTA

‘An Imaginary Dialogue’
Suite for viola and guitar

Total duration 19 minutes

In this suite of four new pieces specially composed for the
exhibition, Nobuya Monta imagines what might have been if the
two poets, Basho and Wordsworth, had ever met: what kinds of
Haiku would Basho create in a visit to the Lake District, and how
might Wordsworth have responded whilst walking through the
mountains and valleys of Japan? This imaginary dialogue results in a
new musical score that echoes with themes of journeying, wandering

and longing.

We may speculate further on the many relationships between music
and poetry that underpin Monta’s work. Both Wordsworth and
Basho were attuned to the sounds of nature; the textual descriptions
of landscapes in all Wordsworth’s poetry sing with noise, real and
imagined, whilst the ‘sound of water” in the ‘Old Pond’ is one of the
most recognisable lines from all Basho’s haiku. In a more philosophical
sense, Wordsworth’s poetry is suffused with metaphors of music and

the ‘harmony of music’ is a leitmotif, as in Book 1 of The Prelude

[100 ]

(1805) where he reflects on the nature of poetic inspiration, “The
mind of man is framed even like the breath / And harmony of music’.
(351-55). Such connections between music, poetry and aesthetics
are of great importance to musician and composer Nobuya Monta,
who has done much to promote new international directions in
tonal music. Born in Osaka, Monta studied musical composition
in both Japan and Europe and continues to perform with leading

musicians internationally.

Naboya Monta Caption 1

[101 ]



INGE PANNEELS AND MINAKO SHIRAKURA

‘Wanderers of the Earth: the Milky Way Above’

2014

glass, paper

Dimension variable (glass map approxiamtely 20 x 20 mm,

envelope 114 x162 mm, round cards between 40-50 mm diameter)

‘Wanderers of the Earth: Wall’
2014
glass
250 (H) x 750 (W) x 40 (D) mm

‘Wanderers of the Earth: the Milky Way Above’ is a collaboration
between artists Inge Panneels and Minako Shirakura. Based
respectively in the UK and Japan, their collaboration was made
possible by contemporary communications technology (email and
Skype) that can bring us closer together even when physically

separated.

Aptly, their new work is both a reflection on and a result of

‘correspondence’ and is inspired in part by the poets’ original

[102]

manuscripts and letters that have come down to us over the
centuries. Panneels and Shirakura met at the National Glass Centre
in Sunderland this spring to realise their vision. Taking initial
inspiration from Basho and Wordsworth’s poetic referencing of
stars and constellations, they created tiny glass world maps as gifts
for friends and acquaintances. Wrapped in Japanese paper, these
maps were posted out into the world. The envelopes also contained
a letter inviting recipients to return their own gift in the form of
the word ‘star’ in their languages written on the enclosed Japanese
paper card. These simple exchanged gifts, a world for a star, are part
of the installation at Dove Cottage. Accompanying the installation
is a glass panel titled “Wanderers of the Earth:Wallk’, which bears
Wordsworth and Basho’s poems referring to stars, in Panneels” and
Shirakura’s handwriting respectively. The panel’s colours suggest
time change and spatial distance (East and West). The installation,
in conjunction with the glass panel, is the artists” attempt to visualise
the universe, as a reference to the feelings of immensity and wonder

both poets conveyed through their poetry.

Inge caption 1
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ANDREW RICHARDSON

The ghostly language of ancient earth, 2014
Interactive map and digital prints

1280 x 720 screen pixels on a 23 inch monitor.

Andrew Richardson’s work melds old and new modes of landscape
representation: extracts from Wordsworth’s The Prelude are mapped
onto a three-dimensional interactive map of the landscape of
Grasmere and the surrounding area. The interactive screen version
of the map allows viewers to explore the text-landscape, to view it
from different angles and perspectives or even to follow a specific
‘path’ of words. These word paths are directly linked to the shape
of Wordsworth’s poetry, as the number and length of words in each
verse line determines the path’s change of direction. In contrast
to this interactive exploration, the accompanying digital prints are
pauses, quiet hiatuses allowing us a more contemplative viewing

experience.

In re-presenting the contours of the landscape Wordsworth
wrote about, Richardson returns the poet’s words literally and
metaphorically to the topography that was so much a part of the

poet’s life and work. In turn, Richardson allows us to explore the
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contours of this landscape through touch-screen. We are able to

track our own path through the topographical lines of the map,
whilst simultaneously following the poetic lines of Wordsworth’s
most famous literary masterpiece. In so doing, our fingers take us for
a walk both literally and imaginatively. As such, Richardson offers
a contemporary response to Wordsworth’s poetry of place in the
context of our digitally connected, screen-based world. Wordsworth’s
words are digitally scattered on the earth, their legibility actively

reformed through each user’s hands.

Andrew caption 1
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AUTUMN RICHARDSON

bush-clovers  hagi
The Mulberry Coat Before setting off on the journeys from which his poetry sprung, 5 cmmman
goosefoot  hahakigi
cockscomb  keito
2014 Basho required hand-made coats, hats and shoes, all of which were G
. . . . .. willow  yanagi
Sewn Kozo Paper made from the very plant life that inspired his writing. |, budedover g
ia,m—thmc}md kayabuki
123 cm x 128 cm o o
o . . . . bush-clovers  hagi
‘I was living a forlorn life behind the door of my grass hut, feeling vt o
cucumbers  uri
carlyrice  wase

more and more lonely with every gust of autumn wind, so I ... took a6

Go To The Pine bushecloves b

silk-tree  nebu no hana

2014 up the skill of the Bamboo-cutter ... declaring myself “the old man e o
bamboo grass  shino
moss  koke

who makes his own raincloak.” i e ot
Text on Paper ovgeplonts b

shino brush ~ shino
all-devouring grass  kusamura
unohana  unohana
. . . . . . rass  kusa
29.7 cm x 42 cm “The Mulberry Coat’ is an artistic re-imagining of the garment race—pgfgaes o
pine tree  matsu
pines  matsu

. . . that Basho might have worn, made from untreated, unsized kozo e e
Autumn Richardson produces work in a range of media that draws & ' ’ i e

moss  koke

(mulberry) paper, and sewn with cotton thread. By focussing on = i

upon the natural landscape, with particular attention given to its ik pinewonds o b

white rhododendrons ~ asebi
the paper clothing itself, Richardson emphasises the materiality b b
susuki grass  susuki

of Basho’s writing process, and the value of paper as a form of ot

chestnut tree  kuri

ecology, and specifically botany. Basho’s poetry illuminated even

the smallest details of his environment, with much of his writing

briars  ibara
. . protection, a means of recording his thoughts, and a direct form of iy
referencing the plants and trees that surrounded him. v g
e b
contact with the landscape itself. o
pine-charcoal matsu no sumi
In ‘Go To The Pine’ the artist plots an imaginary line north, listing P i - L
grass-moor  shinohara
plantain tree  basho

each of the plants referenced by Basho during his final journey, as I
grass  kusa
artemisia  kya

recorded in two translations: The Narrow Road to the Deep North and

Z 4>

Backroads to Far Towns.

Autumn Caption 1 Autumn Caption 2
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RICHARD SKELTON

‘I Know Not Where’
2014

Text on Paper
13 x 20 inches (x 2)

‘Still Glides the Stream’
2014

Text on Paper
13 x 20 inches (x 2)

Many of Dorothy Wordsworth’s entries from her Alfoxden journals
start with the word ‘walked’, before departing, linguistically
and geographically. Richard Skelton’s ‘I Know Not Where’ is
a distillation of Dorothy’s texts, inviting the reader to wander
through two hundred of her words, to find their own routes and,
in so doing, to write their own topographical narratives. This work

is accompanied by ten haiku-like fragments composed by the artist

using the same process.

‘Still Glides the Stream’ takes an elliptical path through William

Wordsworth’s ‘River Duddon’ sonnets, atomising the original texts
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by revealing their constituent elements and drawing attention to the
presence of ancient ‘water-words” within their composition. These
words, in the Germanic and Celtic language families, would have

been spoken in the British Isles long before Wordsworth’s time.

The new poem can be thought of as a series of eddies within a river’s
main stream. The first part collates all thirty three original sonnets
into a single text and erases each occurrence of a water-word. These
gaps in the text, which in many cases render it meaningless, enact
the process of language loss—the poem appears to decay before our
eyes. Language, like a river, is fluid, ever changing, and ‘meaning’

itself is uncertain; it cannot be guaranteed in perpetuity.

The second part of the new poem is a negative image of the first,
reclaiming the lost water-words and presenting them extant. In so
doing it reimagines Wordsworth’s text as a landscape through which
the River Duddon itself flows —eroding the softer sediment to reveal

fragments of older, obdurate material.
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AYAKO TANI

‘Drafting’
2014
A pair of two frames (60 cm x 30 cm x 12 cm each)

Lampworked borosilicate glass, soda glass, handmade oak frame

Wordsworth was much concerned with the nature of poetic
inspiration. His famous ‘Daffodils’ from the Poems in Tivo Volumes
(1807) is typical in its famous image of flowers which ‘flash upon

the inward eye’.

The great manuscripts in the collection of the Wordsworth Trust give
some further clue as to the labour of poetic creativity, in the cramped
and over-scored handwriting as much as the flights of imaginative
release. The artists in this exhibition were given privileged access to
these manuscripts, which in turn have inspired Tani’s exploration of

the normally unseen processes and efforts of creativity.
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Glass is a material with diverse and often contradictory expressive
possibilities. Fragile yet pliable, the translucent glass layers in her
new work become place-holders for poetic imagery by Wordsworth,
imagery that is ‘written’ again in letters formed from fine glass
lampwork, as calligraphic strokes stretched out from lines of molten
glass. Writing here is as precarious and fleeting as the first tremors
of poetic inspiration. Some words and images appear fully formed
as three-dimensional calligraphic inscription; others are tantalising

glimpses, doodles of the imagination that may or may not yet cohere.

Ayako Caption 1
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Ayako Caption 2
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BRIAN THOMPSON

“To Easedale Tarn by Emma’s Dell’
2014

Cedar

1630 x 751 x 386 cms

‘Over the Ferry to the Station (with J, E & B)’
2014

Oak & Copper

29x 17 x 8 ems

“To Latterbarrow (with A & P)’
2014

Painted EIm

13.5x11.8x4.5 cms

‘“To The Yews of Borrowdale (with J)’
2014
Yew

“Yudaki Falls (with MC’)
2014

Rusted Cast Iron

16 x 18 x 7 cms

Kurobane (with MC)
2012

Porcelain

23x10.7 x4 cms
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Walking is integral to Brian Thompson’s artistic practice. He is
continuously fascinated by the physical journeys we make in and
through places, and how these are mapped, recorded and valued.
Sociability and physical engagement with land as source of artistic
inspiration are hallmarks of his approach and the sculptures
exhibited here are creative vestiges of walks made in the company of

friends and fellow artists.

Sensitivity to the physicality and aesthetics of materials is also key
to his work. Each individual sculpture is fabricated from materials
that have some relevance to the particular walks that inspired them.
So the large-scale “To Easedale Tarn by Emma’s Dell” is shaped by
the topographical trace of a walk in the company of other artists
and writers in January 2014, following a favourite route of the
Wordsworths. Modern GPS technology in turn tracked the walk’s
shape and provided the initial form for the sculpture subsequently
fabricated in the studio. Three of the smaller sculptures exhibited
here are also inspired by walks in and around the Lake District,
whilst two more had their origins in walks made in Japan whilst

following paths once trodden by Basho.

Thompson is drawn also to the literary processes of ‘crafting’ words
to get closer step by step to the finished poetic vision as revealed in
the manuscripts of William and Dorothy Wordsworth. Such careful
crafting of words may be compared to his own meticulous method
of layering materials so as to reveal something of the processes
by which the sculpture is manufactured. So the lines tracing each
journey are precisely cut, with each layer becoming the template
for the succeeding material layer. Through small increments of size,
introduced by the process, the sculptures evolve, tapering downward
from top to base: marking, layer upon layer, in geological fashion,

the time of their making.
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Brian Caption 1
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While yet we may
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‘The Texture of Thought: Fairfield’
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‘Infinite Imagination: two poets at night, the moon on Mount Snowdon; the Milky Way

over Sado Island’

2014
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‘Homage to Bashd'’
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‘Mountain Lines, Water Lines’
%46 cm x 106 cm (BE2E 5 8)
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Flotsam and Jetsam (Portmanteau)
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‘Wanderers of the Earth: the Milky Way Above’
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The ghostly language of ancient earth
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The Mulberry Coat



2014
a7 DR, feil
123 cmx 128 cm

Go To The Pine
2014

AU ETR SNz
29.7 cm x 42 cm

F—R LD Fr—RY N3 ERY FRCHARRICHE R L BRBEREZ S Uik &
IR THITEL TV %, BFEG E Tz BN NSRRI ERE RO A FICH S FR RIS
DNWTHE Gk 7,

YE44TGo To The Pine)id, BN ROHEDIRICE T E K LI ARL ZFZEL, Z N EE
U TIRIEDIEANDREE LA S & Uiz,

BRI RIS BIC B 2D FRORK AT, J@We e Ulc, TN TRYITETHD 1
DEI #2520

[The Mulberry Coat|iZ, EifENE TN E LIV E WSS EICHED VT ERD
DIATY DIRERRTROEDE K ThHS,

BRI HEEDORICZDIIINCE LTV S, [FAE EO/NZDETHO T LW ENZ LT
7o RDZEAZ KB R, £ F A2 K21 75> 720 MU RAE, PTHLD Dl
BN KT ZEDTIEDENEFEATL, ]

OTYVDOREF EENE T ELNENE WG FOEY T AERD DIV iz
AR TROEDE TS NI ARMO KA H LRV F v — RV VE B2 8 H5F5
CENTEBAZESHDZENTE ZLUCHRAICEREMNSNS LW > T O i
&L EHEDF I YA 2R %,

[158]

RICHARD SKELTON
VFr—R- A7)V

‘I Know Not Where’
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