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| ntroducti on

Revisioni the act of looking back, of seeing with fresh eyes, of entering
an old text from a new critical directidnis for women far more than a
chapter in culturahistory; it is an act of survival.

-Adrienne Rich

In the twentieth and twentfirst centuries, poetic engagements with the visual
art®d a genre called ekphradihasdrawn from and reshaped a long tradition of viewing,
describing, creating, antarrat ng | mages. From W. H. Audenods
to Jorie Gr alhcarnm,so fApScaentsbBteqemothe ar@easaatiteias n
theyhaveever been since Homer 6s fir sTheldaglscr i pt
(18.483601) Thedesireto speak to, for, or about the presence of an image is a social
impulse, one we understand in terms of the contlstsshape the conversation.
Whether poems respond direatliyindirectlyto the images thegngageekphrasis offers
fertile ground br exploring enduring questions about the relationship between verbal and
visual media and more broadly as a means for considering cultural, ethical, and social
attitudes about the limits and possibilities of representation.

The following dissertatioproposes a refiguring of ekphrasis in terms of its social
network and argues thae need t@xpandour existing modefor how the genre works
to betteraccount for thesubtlety, diversity, and complexity of poetic responses to visual
art in the past centuryMy project begarn response to the troubling realization that
while ekphrastic productioby both male and female poetsntinues to increase, we lack
a satisfying way to account for women and, correspondingly poetry by washeital
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participantghe ekphrastic tradition While gender plays a significant role aur current
understanding of howkphrasis operasecritical accounts afhe role women play as
writers and viewers themselvieas been undetheorized.

In his influential essay on the geniV. J. T. Mitchell radically shifts critical
studies of poetic engagements with images away from metaphorical comparisons by
arguing that ekphrasis activates historical and ideological oppositions between the
linguistic and spatial arts as a stagingmfhai et i es about W@Aotherness.
explainthatthefit r eat ment of the ekphrastic I mage a
genre. o0 To dat e, ekphrassab @ayihg@d a dtriggleoferi z at i on
aesthetic superiority remaingpawerful influence on our critical approaches to how the
genre worksbecause it pushed beyond previous studies that simply compared the two
artsformally. For many ekphrastic exampl es, Mi t c he
particularly in poems by male psegazing upon feminized images and providing insight
into the iconophobic tendencies of western
the following claim:

My examples are canonical in their staging of ekphrasis as a suturing of

dominant gendertereotypes into the semiotic structure of the imagetext,

the image identified as feminine, the speaking/seeing subject of the text
identified as masculine. (18D

Mi tchell 6s Acanon, 0 however, consi sts of f
AnAendote of a Jar ;0 William Carlos Williams:¢@
a Grecian Urn; 0 and Percy Bysshe Shell eyods

t he FI or e n MichektheBGaudlifieghis assemion that his examples are

Acami cal 0 by insisting: AAll this would | o



had been on ekphrastic poetry by womeno (1
might look differentat hough he stipul ates t hudtiont he di f
of the poet O6Healgoaeneisiselraot (filgBelnder i s not t he
workings of ekphrasis, but only one among many figures of difference that energize the
di al ecti c o fMitticdraitiohsdusedaders,targungtiyenderisii o n e
wayo ekphrasis respoimhge to the Aothernesso
In his booklength genealogy of ekphrastic poetiiseum of Words: Ekphrastic
Poetry from Homer to AshberJames A. WHeffernan pushes thssueof the genreaas a
gendered contébetween rival arts furthedepicting this competition as playing out
fantasies of male desire in the verbal ravishing of the female image. Insisting that gender
is central to ekphrasis and its traditonvhe i t es: A Ekphrasi ghat t hen,
turns on the antagonigimthe commonly gendered antagonémetween verbal and
visual repr esent geneaaloggnoludéstlpse readidgs 6ff er nan 6 s
approximately 25 poem&owevernone of those poems are by women save a single
paragraphthatadr e s ses Adri enne Richdés poem AMourn
Suchoverdetermined claimsf gendered opposition as a defining feature of
ekphrasis might lead one to wonder, as Elizabeth Bergmann Loizeaux does
A[i]f ekphrasis works in thaendggendered w
think it surely hag then one would expect it to be inhospitable ground for
women, especially in the twentieth century when women are presumably

more sensitized to such dynamics amdht be expected to be more wary
of entering into themo (80).

Loizeauxfurther assertsthath e deci si on t o write fAagainst
maledominant gaze represents a deliberate choice by women poets who are often aware

of the social-inscribed positions of viewer and viewed. Rejectingclhenthat women
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poets must adopt the position of matntered viewer in order to write about image (as
suggested in theories of the gaze by Luce Irigaray or Laura Mulvey), Loizeaux points to a
tradition of women writers, from Joanna Bealto Rita Dove, whose ekphrastic poetry
does not Atake the place of -drdatedsedactive or ¢éa
passivityo (122). |l nstead, Loi zeaibex sugge
poetry that directly addresses the competitive tradition of ekphrastbetibdrately
works against it.

When we include ekphrastic poems by wom
tradition, what we uncover is a richer and more varied history. In ekiphtie female
poet shares commonalities with the feminiz
Aot herdo are not necessarily antagonistic,
upon which a paragorfahodel of ekphrasis turns. Womeccapy a doubhsituated
awareness in the ekphrastic situation si mi
in art: fAAnd s o sdurgeycandlessirvelyedvitninder asith@evo t h e
constituent yet always distinct elements of heridegti as womano (46) . T
inscribed positions are familiar to her, a
and fAothero that Mitchell 6s ekphrastic tri
feminizing the image, the female poblases a familiarity with the objects she represents,

and it is reasonable to imagine that her recognition of these similarities allows for greater

!See Elizabeth Bergmann Loizeaux. AWomen Looking: T
Adr i e nn é& hdintwoduction to the chapter, Loizeaux describes an extended history of women such
asFrom Margaret Cavendish to Elizabeth Barrett Browning to Marianne Moore to Anne Sexton to Rita
Doveparticipating in an ekphrastic genre despite the misgivingsroinist theorists such as Luce Irigiray

or Laura Mulvey.

The term fiparagoned with origins in the writing of
for painting over poetry, has been used to refer to the competition between linguistgatiati

representation. More attention will be paid to the term in chapters one and two below.
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access to the sophistication of the fAsiste
rivalry and relatedess, often at the same time. Increasingly, scholars are finding the

gendered model of ekphrasis limiting. Sara Lundquist notes in a study of Barbara Guest's
ekphrastic verse that "examination of the ways women poets go about seeing and

responding to geradt content in painting complicates and enriches ekphrastic theory

itself, particularly the assertion that the relationship of poetry to painting is always of

necessity intenselyaragonaf (283). As ekphrastic poetry continues to figure

prominently in catemporary poetry, the is increasing need for bathtical modelghat

account for less confrontational approaches to the genrdanmalclusion of

contributions by womens werefigure the ekphrastic situation.

In the introduction to a cedited volme on wo me n daseHedtep hr asi s,
wonders, fAAre there good reasons f&r claim
that women poets bring a particular set of motives and intentions to their ekphrastic
encount elnthedFrainds she fitst colletion of essays to consider ekphrasis by
women andeginsa recuperationoko men 6s wr i ting about art wl
ignored in much of the twentieth centurijedley suggests that each of the poets
represented in theriticalc ol | ect i onng foiust 66 sopne abkeihal f of hel
political, and/ or psychol ogical commitment

Approaches to feminist ekphrasis begin the important work of recovering a
tradition of women looking at and writing about whagy see in visual arin i No i s y
Bri des and S uBamaraHisloeargestKait teesreps of ékphrastic power
relations Aunfolds along the rhetorical tr

desire, or sexual aggression, carrying ideaalgiveight by signifying violence only at
5



several representationr@mo v e s 0 Poifitiigao) the limitations of such an approach
Fisherpresentpoems by Anne Carson, Kathleen Fraser, and Cole Swémsbn

explicitly resist a gendered dynami8imilarly,Joanne Feit Diehl in heressay i Towa r d

a Theory of Ekphr as suggestsialradition ef marereresiBtmga di t i o
the gendered, paragone moutetesistance to ity demonstrating how Sylvia Plath,

Elizabeth Bishop and Jorie Geah adopekphrastic stanceakat eschew the gendered

paradigm, choosing insteadtheut el ary sp+dbi rtdot oé Bi shopdw |

ASonhfeftroeed. . . from the narrow \eetfell [/ ¢
feel s | i keamegollegtionof essayBault Fhy eesists gendered language and
tropesin ekphrasiand insteadar t i cul at es it i thevisualammes of a

the fibeauty in truth. o He proposes that AW
capacityf or s heer AcmdngtoRryahbweeerw.ohe nd s ejegshr asi s
t he fAost enagptingiestecaddanein da 60sense of communi ty,
specifically human values in play60). What Diehl and Fry share in common is a vision
of community, of playfulness, and of freedom; however, these suggestions for
Aal ternativeso to the paragonal model ar e
Calling attention to what is lost when ekphrasis is reduced to the point of seeing gendered
conquesat every turn, the essays framthe Frameare important not only because they
highlight many examples of women patrticipating in the tradition of ekphrasis, but also
because it is the first monograph length study of the genre that considers ekphrasis by
women.

Not all women write against a traditioand likewise male poets also demonstrate

awareness and concern about the dangers of display and the seductive narrative of
6



ekphrastic desireln fact, many poets today see the discourse of the Sister Arts as a site
of social engagement, discursive meaning making, and a means for evading stable, static
subjectivities.

My dissertation enters into this changing critical landscape to considamaskph
with two primaryquestionsfirst, how can we reshape our model of how ekphrasis
operate away from an overly determined gendered contest between the arts and at the
same time represent the diversity and polyvocality of the contemporary ekphrastiz po
Secondhow mightarevised understanding ekphrasis locateontributions by women
centrallyin thetraditionsuch that women are no longer seen as outsiders but as
instrumental participants in its formation and practidather words, this dissertation
beginsby asking precisely what is limiting about our existing model and what might be
done toexpand our understanding of the ekphraséitwork of poet/speaker, reader and
artwork toacknowledgepleasurable and ethicateéhangess well as hostile ones
Similarly, | considenwhetherrivalry is an inescapable part @kphrasis or ihavinga
tradition constructed almost solely by examples from male poetsrhtes] our
understandingf the genre this waytkurthermore, myesearchiesponds to a continuing
need tocollect, circulate, and talk abowto mendés contri butions to t
where existing literary canons have ignored, silenced, or devalued Erem.close
readings that focus on examples by womedatia collection that specifically seeks out
examples of ekphrasis by female poets, | take seriduslyc h e | Bl au DuPIl essi
that A[f]orms of feminist reception woul d
productive presence of womenisis and writers wherever they are at work, would look

at what motivates them, would analyze carefully their implicit definitions of gender
7



materials, and would investigate how these definitions are conducted with relation to
gender ideologiesandcontradi i ncti ons in the surrounding,
( iMar vel o.d$his disserptimrgdemonstrai@seffort to recuperate past and
to reshape futureof women looking at, taking pleasure in, and writing about visual
artd not as outsiderbut as participants within the tradition. Whereas current critical
model s rel egate womends r-ddmmantgaze, thisstudy wor k
serves to reconstitute waongituentsof aoformativei but i o
to the gen e téadition
CalingtomindAdr i enne Richos definitibobn of rev
argue that any future study of ekphrasis ningsaware of thenethodological factors that
haveplayeda r ol e i n womeno6s dolihsspantc €onkidegfor t he tr
example, the following claim by Heffernan:
Without pretending to have assimilated more than a modest fraction of all
twentiethcentury poems about visual art, | could begin by suggesting that
they repeatedly display the bagatures we have found permeating
ekphrasis from Homer onwards: the conversion of fixed prose and gesture
into narrative, the prosopopeial envoicing of the silent image, the sense of
representational friction between signifying medium and subject signified

and overall the struggle for povéethe paragon® between the image and
the word. (136)

Heffernanis pointing toone of the most difficult challenges facing any literary scholar
who hopes to makgeneralizations about the fezaching literary history of genré the
twin limits of scope and scaldDespitequalifying his assertiothatekphrasiss forever

recreating a contest betweenrivalawts t h an acknowl edgement t ha

A similar argument iWomeardeEdint iJragy nMo cEer rMiagme:k 6fsLi t t |
Literary History. Lexington: University Press of Kentucky, 19%8here | am addressing genre, Marek

addresses our understanding of the Modernist movement, an understanding skewed by the

underrepresentation of the significant impact women had as editors and benefactors of the publications that
brought the most celebrat®tbdernist authors to publication.
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close to having read all contemporary ekphrasisH e f f sabext iatimatfos the span

of time that preceded the twentieth century he either has or could have read every

example. Therefore, one might assume tha problenwith ekphrasis in théwventieth

century is that there is simply too much of There are tw issues to contend with here:

the supposition that he has already accounted for all the ekphrasis that matters up to the
twentieth century and the presumption that a few examples from the twentieth century are
sufficient enough to speak for all of i¥et, despitethe wealth of exaples of twentieth

century ekphrasigarticularly by female poetsje f f er nands geneal ogy d
single extendedxample byawoman, demonstratinguite powerfullywhat women have

known for a long time: numbers matter

Distant Revision

When he first coined the phrase fAdistan
Literature, 0 Franco Moretti set into motio
criticism over the value of readiégclose, distant or otherwidethat striles at the heart
of what most literary scholars believe to be the most sacred part of their work. Moretti,
however, adopts what he knows will be a controversial stance because it questions the
value of what most literary scholars, at least in the Unite§thelieve to be the
fundamental, methodological approach to literature:

€ the trouble with close reading (in al

criticism to deconstruction) is that it necessarily depends on an extremely

small canon. This may havedmme an unconscious and invisible premiss

by now, but it is an iron one nonetheless: you invest so much in individual

texts only if you think that very few of them really matter. Otherwise, it

doesndét make sense. And i f ndabu want to

cour s e, world |iterature wil!/ do so: it
reading will not do it.



PredictingMo r e tldim a@anst the primacy of close engagement with texts would
stoke the ire of a diminishing numbers of scholars whose bosishofarly production
was produced during the height of New Criticism is easy enough. More interesting are
the wide range of responses from those for whom questions of canon formation, genre
definitions, periodization, and literary history have been cetttitheir cause and in
particular structuralist, postmodern, and cultural critics. The fact is, though, that even
Jacques Derrida, whose work is most recognizable for his calls to deconstruct binary
di stinctions, canon f wasmaal loysa iathdhd$ié awsa
Whether constructing or deconstructing literary categories, literary studies in the
twentiethandtwenty i r st centuries has been a field
wi t h t eambrs pesonal Bvel, closeading is why most of us become literary
scholars, and the 1 mpl i cshevaueoftbhefpleddurablet t i 6 s
and personal part of what we do. Taking the most extreme possible stance against the
culture of close reading and occasidpakguing that we should not be concerned with
actually reading individual texts, Moretti insists that we should leverage technological
advances in computation to consider a broa
explains, the principle challge to a truly inclusive canon is the human mind. Human
beings cannot closely read millions of literary works in a matter of hours (or even a
lifetime) and hold them in their head all at once, and Moretti argues computers can.

Of course, whatwe meanbyr eadi ngo i n each of these ¢
Computers read differently than humans do, and what Moretti argues is not just that
computers fireado b ubettetthhnehtimac ca@nap assedionghatc an r e

turns Mor et t imbrecordrovgrsianecause hecordronts those who insist
10



that detailed readingze the domaiof literary scholars. What we do as humanists is
readbetter, which is to say, as humans we read interpretively and in socially,
humanistically informed ways.

Moretti insists that computational readings, based on quantifiable methods that
include data such as sales publication rates and sales or etymological and linguistic
patterns create not only a new, buiraprovedreading of literary history that cannat b
achieved through any single scholards read
cul tur al criticism, Morett.i points out tha
and Al owdo forms of writing incluteees togeth
literary works in a way that is not biased by the individual preferences of scholars.

Setting aside his rhetoric, many would agree that the project of cultural criticism in the

1980s and 90s was more often than not about how literary canons detteoaistattempt

to preserve cultural hegemony, and Morett.
millions of books, sorting, organizing, and identifying patterns across all of them faster,

and more fAaccuratelyo than humans can.

Before delvingintda he di vi si veness of celebrating
Afaccuracy, o0 |l etds turn first to see what M
reading: o

Distant reading: where distance, let me repe# &,condition of

knowledgeit allows you to focus onnits that are much smaller or much

larger than the text: devices, themes, trépesgenres and systems. And

if, between the very small and the very large, the text itself disappears,

well, it is one of those cases when one can justifiably say, Less islinore

we want to understand the system in its entirety, we must accept losing

something. We always pay a price for theoretical knowledge: reality is
infinitely rich; concepts are abstract,

11



6povertyd6 t ha tohamdekhers, and thergfooesosknotw.l e t
This is why less is actually moréM@ps57-8)

As is often the case with purposefully pro
readingo has been generally reduced to a r
reading statistics insteddas if statisticx oul d provi de satisfactory
guestions about literary history and traditiadorettifurther stokes the rhetorical fire

when heclaimsthatguant i t ati ve approaches to |iterat
hi stMapsApor (t hat Aquantitative ddeperedentof e usef
interpretationo (30). De s p iandasidenframlyis appe al
earnest attempt to improve the diversity of literary studies beyond narrow canonical

debates, Morretti has lost most of his audience before he even hadca ¢o get started

At best, Mor et t i Oagprowocativé, interssting idlea withwhe lobst bfy a s
intentions, but deeply fl awed. The phrase
institutional debates o0V eeaengineedrg, andvmath ue o of

(STEM) versus the #fAval uefewhanfanid(digitalarr t s and
otherwisewilagr ee t hat numbers fAanswer o humaniti
claim, that quantitati ve ddpandemnceifram A mor e use
intepr et ati on, 0 hiuwmaanredlltoo avare of thésdehcas, absences, and
erasures of literary productidnwill be rightfully suspicious. Data is deeply interpretive

because the conditisiof data collection, preservatiomadigitization are not value

neutral. The value or accuracy of quantitative studies depends on the data used for the

study in the first place, but if there are no remaining copies of a disproportionately higher

number of novels by women than those by ptee results will be equally skewedhe

12



fact that @ta is interpretive; howeves, h o u Invhid@te quantitative studies or the

value of distant readingltogether Distant reading practices that make claims about

Acorrectnesso be adpswetyo but dobost ant read

an important part of the methodological options available to literary scholars.
Returning to Moretti6s claim that ndi st

wouldlike to suggesta morenuancedder st andi ng of the word i

changes the trajectory of the debaitr e wor d fmeandidi tsiimmgd e af f ect

el ement o¢fAcanduenace poTheefdre, ondcanditonof 4a. b. ) .
knowledge is distance. Closenessinother. Somewhere in between is where most of
our work happens. Even though we rarely t
to a text we can get or how finely we can read, we know there are limits. The human
ability to read millions of texts as imposble as it is to read one poem perfectly.
Considering what the human limitations of distance are and how they affect the
production of literary history, of which canon formation, genre definitions, and
periodization are a part, should be dmes concern to the literary studies. Our attempts
to revise canons, to rebuild literary traditions, and to resituate genres is limitegl by
scale of what wean read, and the models literary scholars create to explain them are
limited because ahesmpeof our comprehension
Quantitativestudieshave the potential to demonstratewv absent women have
beenfrom our critical conversations of the geniéwe hope to revisthe ekphrastic
tradition by placing women and their poems at the center of the conversation, then we
need to find a way to cast a wider n&tcluding one female poet in a series of close

readings of four or five male counterparts remains a commongeactiiterary
13



scholarship, lending itself to the assumption that women are exceptions toantdsed
nor ms. Davi d Ke nn hkEKplsrastic Erceuntdr in Contermpbrary s h e d
British Poetry and Elsewheréor exanple,includes a chapter titled Re f r ami ng t he
Canon fr om K eiathesfirsttparivhicls derves asya nodel for how Kennedy
will read the poems throughout the rest of the bexateptfor the two chapters dedicated
to women. Whil e Kennedy deafdi It thheanmdpryinge s a 0
message is clear: thereds a tradi Truepin, and
is important to acknowledgeat part of the tradition includes beitggored, silenced,
and underrepresented. However, if the aimuly tio recapture a history of ekphrabig
women then the way forward is to figure out
Acl ose r eadi ownarititaldistanbesandgpe scewr wi tofftheAif r es h e
premise for a methodology that includesmen as central to the tradition here is not to
erasepastexclusionbut to insist that women. didndot ar
Continuingto approactto literary hstory and the ekphrastic gernwéh women as
outsiders or latecomers to the traalitiwill do little more than draw the lines of division
between women and tradition even more starKliyerefore, if we are to be faithful to the
mission of diversity in our formation of literary history and tradition, then quantitative
studies must play part in the way ahead. The emerging field of digital humanities can
be (and | would argue has been) a critical partner in creating methodologies and critical
practices that attend to questions of diversity and cultural heritage that inform humanistic
inquiry.

Literary scholars respond to questions of genre by creating models. For example,

when Mitchell describes the Asuturing of d
14



Ai nterworkings of ekphrasis, o he does so b
ekphrastic triangle. The ekphrastic triangle describes the relational exchange between a
poet/speakewhois situated between the art object and the reader to whom he révelers
work of art through language, as well as the conditions under which the subjects in the
model operate. Mi tchell 6ds model combi nes
but also the | inear narrative roof tehkapthr ast i
characterize the paragooempetition between the arts. In other wordsdais are
abstract methods for simplifying complex systems or concepts for the purpose of making
them more easily manipulated and understood, as well as to help predetfttiaons
therefore, mdelsin generahre a fornof distant reading. Whether generated by humans
as conceptual models or hand drawn or computer generated, models make broad claims
regarding the nature of how something works and are limited by the stope
knowledge about what is being modeled. In literature, the limitations of our human
ability to read reduce the possible breadt
creation and the usefulness of the distance we can achieve between our ge@iled
singular texts and our abstract wunderstand
creates a model of the fAcanonical o relatio
limited by the numbers of poems he uses to formulate the model.

Advarces in technology have the potential to help literary scholars redefine the
' imits of reading distance, not because th
computers compute better than humans. Leveraging the strengths of technology to
broaden the re&g scale, and scope of our exposure to ekphrastic poetry, therefore,

improves our ability to create more accurate models of how ekphrasis works. Since we
15



know that computers are not the same kinds of readers that humans are, it is important to
be awareof he fAconditionso that shape the ways
attention to quantity, scope, and scale are particularly suited to computation, and the
promise computation holds for the field of literatydies is that it can extend the teac
of a s c h o ITeerdastitativer abikties.ofccomputers can be useful to, not
exclusive of, human reading; they can count, calculate, sort, and prioritize faster. They
can produce visualizations and match and detect patterns, and have thelpgotkelp
extend our readerly distance i f we can fig
other words, if we can discern salient questions that computer reading is designed to
address, how might we r es p/igsiond ®&rébyldadnmg enne
to see what we already know differently is an act of surival

The dissertation that followsasprompted by the emerging affordances of digital
and computational technology as tools that can inform and help improve upon existing
scholary practices in literary studies. | was drawn to the study of ekphrasis because of
thequandary that images as feminine, silent subjects could be found almost everywhere
in critical treatments of the genre, and yet women were absent from our formatien of t
model used to understand how the genre wbiks if no women wrote ekphrasis.
However,what any gloss of recent publication lists will tell you is that women are and
have been very active, productive practitioners of the genre. Intrigued by the seeming
irony, | wondered: how could we fundamentally shift the way we conceive of the
venerable tradition of ekphrasis such that women are seen as influential and historically
relevant participants in that tradition, rather than outsiders always trying toibraais

~

ventriloquists trying to break out of a nf
16



of digital tools such as social network visualizations and topic modeling to generate
suggestive methodologies that seek to crack open the bindingeKghestic canon and
reconceive the ekphrastic genre as a dynamic, responsive, growing network of poetic
engagements with the visual arts.

Overview

Much like the changing face of academic and scholarly publication, this
dissertatbn is necessarily a hyldriand in some ways does not follow he traditional
format Insteadit represents the evolution of a project from a poinénted form of
scholarship to an increasingly digitattyediated form.This dissertation presents
methodological opportunitigsr scholars interested in ekphragisnove beyond
seemingly ubiquitous metaarrative othe genrdhat turns orantagonismand anxiety
about the percei vidp rdiamgieplse © f g uiiod dhetrise odi
trajectory. First, that ekprhrigds a genre that participates in, borrows from, and puts to
new use the discourses of other literary andliterary genre. Second, tliekphrastic
triangled as our sole critical model for the genre limits the range of possible outcomes we
see in the lgphrastic situationsuch that gendered, competitive relationshigsmore
likely to be a result.Thirdly, that establishing a model of ekphrasis that positions
contributions by women as a central part of it is a necessary next step for the field and
would represent a dramatic change from studies of ekphrasis in the past where ekphrasis
by women has been seen as fAin addition tobo
ekphrasis operates as a network of discursive exchanges between subjectivities, genres,

and social contexts, and from the close readings of individual poems scaling upward to
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hundreds or thousands poems, conceptualizing ekphrasis as a network opens up the range
of possible interactionse sedbetween poetry and the visual arts.

The dissertadn is also divided into two parts. In Part I, I introduce the tradition
of ekphrasis as a genre, and contextualize that history in terms of the shifts in genre
theory in the twentietbentury Drawing from literary methods that range frafose
readinggo archival historical, and biographical researte first part of the dissertation
argues that individual ekphrastic poems operate as social networks, placing speakers,
readers, and works of art in dynamic relationship to one another within a cantéx¢ip
alien, and simultaneous discourses.

I n t he fir s tVisalhNatwadrks: Tqward &/Bzoaderal heory of
Ekphrasis, o | compare the changing shape o
about ekphrasis and argue that bringing owteustanding of how ekphrasis operates in
line with cultural studies approaches to genre improves our understanding of the dialogic
and discursive ekphrastic situation. | also refigure the ekphrastic situation as a network
and argue that social networkadysis provides a flexible, extensible means for
demonstrating the multiple and polyvocal exchanges within the single ekphrastic poem.
Specifically, | demonstrate two possible ways that the ekphrastic situation can be
modeled using network analysisindoa Mur r ay 6 s pdasexchardgest er | udeo
between multiple poetic subjectivities and as repurposed genre put to new social use.

Chapters two and three explore the literary and social contexts of individual
poems. Each chapter considers how network theogdens the available means we
have to model how ekphrasis works. For example,ic hapt er t wo, fASpeak!

Object s: Net worked Voices in Lisel Muel |l er
18



feminist ekphrasis by poets who deliberately write againstéita of malecentered

gazing and mastering. Lisel Mueller and Elizabeth Alexander construct voices for silent,
objectified, and often nude or scantily clad representations of women, reclaiming a
subjectivity through which they critique the male gazevbich they were

(de)constructed. The poems in this chapter demonstrate an awareness of the double

edged potential of prosopopeia, that speaking for an object may help reclaim its agency

but at the same time diminishes it in the act of breaking its sileMceller and

Al exander déds choices, however, open up the
Whil e both poets critique the male gaze as
deconstruction, reduction, and silencing, the particular feminist strategpsyed by

these two poets attempt to expand the number of participants in the ekphrastic exchange
while resisting the formation of a new visual female subject available for renewed

fetishizing. By opening the network of sight and sound, past and priegéental and
external, the poet challenges the painterd
speech to cont perdon ekphrasis Maeases therndntoer dbfidiscsutses

within the ekphrastic exchange, subverting the traditionalrelkpls t i ¢ s peaker 0s
to narrow the network of relationships between readers and artwork to establish his own

aut hority. Il n AA Nude by Edward Hopper, O

abstraction to intervene in conversations between Happehis spouse, at the same

time inviting readersd external exposure t
Similarly, in AArtistodéos Model, ca. 1912, 0
vi sual subject to i ncredoaheégure & thelneidesndédelenmp at h

Western art.
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On the other hand, Elizabeth Alexander uses the networks of the African diaspora
to reclaim a speaking subjectivity for the
scientific observation with personal history. Adopting a persona, Alexander vocalizes
images of Sara Baartm#@nthe Khoisan woman used as &"t@ntury spectacle,
reproduced in engravings and drawings, and displayed as an ethnographic and aesthetic
artifactatiMu s ®e deuho®o6Hbmmae 1970s. Al exander 0s
image and critiques scientific modes of observation. Through imagined speech,

Al exander 6s voice provides a means for ndfe
Baartman and opens the possibifity recognition between the reader and the image.

These poets imagine the voices in their poems not as their own or even as the actual,
necessary silent voice of the historical and repnéad figure, but instead as an

intermediatesoiced a vocalized presee that calls attention to what is and what must

remain, for ethical reasons, silent.

Chapter three, nADescription, Density, a
Net workso argues that EIlizabeth Bis&fopbs e
of relationships between visual objects to decenter the authoritative position of the
poet/speaker and to resituate ekphrastic subjects, which include but are not limited to the
poet, artwork, and reader. Through recursive and discursive changesriptiesc
modes, Bishop builds layers of descriptive edges across the ekphrastic network, which
becomes a collection of detail. For examp
maker, and historian become peripheral to the ekphrastic network and deperitie
active engagement of readengholearn to select and prioritize from an assemblage of

det ai | . In AThe Monument, 0 the discursive
20



conceptual, obscured, and notional museum. Through oscillationselmeteecrete and

abstract description, the speaker and reader negotiate into presence a monument that
gathers form from the collaborative process of its description rather than frarmpremi

sense of national purpose. 0 kengrages thaterB
poems by Bishopbds American contemporaries
foll owing the Great Depression. Drawing co
description of the Dutch arts,laguelthaBi shopos
Bi shopdos ekphrasis is more socially engage
deploys ekphrasisés tutelary function to c

In Part 11, | expand thaetwork modebf ekphrasis to consider hundreds of
ekphrastic poems in conversation with one another and also in the context of thousands of
nonekphrastic poems through theusedfa gi t al humanities projec
Ekphrasisd Chapters four and fiveuggest a methodology for studying ekphrasis
much larger scale thatonsideregossible Taking into consideration thrange of
possible questions that can be asked baedtadbse and distamterspectiveghe second
half considers how the tools of topic modeling and social network anatygig help our
re-vision of the ekphrastic tradition.

I n the fourth chapter, AColl ecting Ekph
Modern Verse to Study Ekphrais,o | contend
corpus of ekphrastic and n@kphrasic poetry that represents best practices for the
collection, description, revision, and preparation of 4,771 poems that in chapter five will
provide the dataset for distant readings and network visualizations. In the field of digital

humanities, issued bow to organize, describe, and revise datasets is of particular
21



importance, since sound and transparent principles of data collection and preparation

often determine the scope and accuracy of the resulting digital project. The chapter, then,
hastwopyposes: to articulate the process by wt
was created and prepared for the distant readings in chapter five and to offer an explicit
account of how iterative design operates in the collection and preparation of humanities
datasets. There is an increasing awareness among digital huroathstsieedor more
detailedaccounts of data processing and preparation for digital projects that include

distant reading practices, and this chapter resportti®seconcerns fomore ully
articulateddocumentation of data preparation methods.

However, chapter four also lays bare the challenges of assembling a collection of
ekphrastic poetry, and in particular poetry by women. Despite the increasing rate of
publication, their represgation in online repositories is still significantly lower than the
number of available poems by male poets. Similarly, it documents decisions about how
to describe and prepare the data with an a
to make ontributions by women central to a refiguring of ekphrasis and pays particular
attention to methods for preparing data for the most useful distant reading results.

Chapter five, fOReview, Revi se, Requery:
Soci al MNestdevoowhdt we learn when we use the tools of the digital humanities
to read at a distance and to visualize hundreds of ekphrastic poems. | consider what
opportunities exist for asking familiar questions about ekphrasis in new ways using an
algorithm that creates an entirely different model based on poetic discourses. Studies of
ekphrasis often refer to the methodological limitations of comparing words and images,

and computational tools may increase the available methodological approaches for the
22



critic interested in ekphrasis whié the same timposingnovel challengesUsing
Topic models, | introduce the possibilities and perils of studying the highly figurative
language of ekphrasis with new methodologies afforded to us through tools of the digital
humanities. Acknowledging the challenges of such a study (limited datasefdexity
of semantic analysis of figurative text, i
textual representations of images), my networked readings of topic modeling results
suggest a way ahead as we determine what questions we might lweasievith topic
models of poetic texts and the potential that asking these questions might have for
expanding and enriching what we already know about the conventions of a genre.

As has been my argument throughout, the limited ekphrastic network &kspea
artworkr eader di storts our understanding of th
outcomed specifically in ways that exclude works by female practitionerghdrfinal
chapten expand the scope of the network model by placing individual ekghrmpoems
in conversation with hundreds of other ekphrastic paerosder to demonstrate the way

in which the genre both draws from and is informed by other poetic discourses
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Chapter -Vi:su\aer bNeelt wor ks: Towar d

Ekphrasis

The only thing, funnily enough, that | never get tired of doing is looking at
pictures.

-Gertrude Stein, frorhectures in America

Poets and storytellers
move into the vacancies
Edward Hopper left them.

C

-Li sel Muell er, AfAmeri can Literatu

Il n arfcwlftu mageso where the access t
and Web pages happens almost seamlessly, the poetic tradition of looking at, describing,
and narrating painting or sculpture might appear quaint. Why would poets spend so
much time witing about these subjects when cameras, computers, copiers, screens, and
printers have made their reproduction almost effortless? And yet, in the face of these
emerging technologies and the rapid reproduction of art by an increasingly
technologically savy public, some of the most celebrated poems of the twentieth and
twenty-first centuries are ekphrastic. This study considers contemporary ekphrastic
poetryd poems to, for, and about visuald@anparticularly by female poets in the U.S., in
light of the preent moment and theorizes a broader, more complex model of how the
genre operates, accounting for inéasthetic relations historically labeled as outliers.
Furthermore, it suggests a network model that attends to the multiple, simultaneous, and
often dyhamic relationships inherent in verbalizing the visual arts, historically understood
as an act of transgression and a desire

to explore ekphrasis as a socialtgcribed encounter as critics have sincepingication
24
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of W.J.T Mitchell 6s seminal essay AEkphras
articulate ekphrasis as an elaborate network of relationships not only between poems,
images, and readers, but also literary traditions, social structuresdirad artists,

related works of art, textual conditions, and historical events. Whether relishing or
rejecting the Aculture of the i mage, 0 toda
saturated with evegrowing, eveichanging, constructed regentations, and while many
demonstrate a concern about how visual representation and display affect human

interaction, social engagement, and thought, they do not necessarily see all images as a
danger or a competitor. As a result, | posit a model foniggis as a network of social

discourses where the spectrum of possiblationshipdetween poetry and images is

broader and more complex than accounted for in previous theorizations.

In Picture Theory Mi t chel |l suggests temafttheiwe may
twentyf i r st century i s (@@haadcontinods b grojectbdguntinh e i ma
Iconology(1986) in which he maps a history of representation that frequently attempts to
draw neat divisions betweeme uni ver se of @& advisidnsmeanetond A i m
serve political and moral purposes. Mitchell bedfigture Theornby calling to mind

the recently published Nat i onHdmangiesdno wme nt

America: A Reporttothe Pregidt fial ar mi ngo statistics of |

3t

cheeryo prospect of using images to refas
ACul ture Wars. o That Acheerfulnesso in re
the culture of the image gna few years later, as Lynne Cheney and others campaigned

to systematically dismantle the NEH and the National Endowment for the Arts (NEA),

which found itself embroiled in a debate over public funding for visual artists, and in
25



particular those who quéshed the tenets of Christian faftiThe 1995 campaign to
defund NEH and NEA resulted in a dramatic cut in funding to those two ag&ncies
proving the ethical and political charge of the image as a site of idolatrous desire to be
alive and well.

The difficulty of claiming that pictures dominated culture in 1994 wRmture
Theorywas published is that doing so leaves little room to chart the exponential
explosion in the culture of iIimages since t
afterMosaig the first Web browser to integrate images and text on the same Web page,
was released to the public, an event that fuelled a period of rapid innovation in the World
Wide Web® Moreover, the technological achievements of the last 15 years in cable and
sakllite television and the evolution of public internet access from telephoneypdial
service to higkspeed fiber optic broadband, which delivers integrated texts, sounds,
images, and video almost instantly to a plethora of devices, could not have been
adguately predicted. Such a history doesno
mobile technology, wirelessly streaming Vi
hand. Websites, created by a few techniesdlyvy individuals in 1994, are considdr
ol d, static technol ogy byrivencohteyt.0\Withtket andar d
advent of soci al net work applications such
(which will undoubtedly be outmoded technology by the time this dissertation reaches

publication), almost anyone can produce and distribute images for a global audience and

* For a chronology of the National Endowment of the Arts funding, see
http://www.nea.gov/about/Chronology/NEAChronWeb.p&crolling to the fiscal yeatk9951998 will

provide details as to the depth of the cuts which r
®> Galore explains the significant impact the Mosaic browser had on the growth of the Web as the first
browser to provide simultanas display of images andtektor mor e on t he i mpact of |

April 22, 1993, see Galore.
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the results of doing so can be politically powerful. Consider thewprikings that

began on January 25, 2011 in Egypt where images of violence against peatefiiés
disseminated rapidly and widely via social networking software, creating consensus,
coalition, and a powerful, international voice for change. The current culture of images is
not always so democratic, however. Despite technological innovattbaxgpansion,

only a few media conglomerates dominaten®4r imagedependent networks and cable
news channels, a reminder that the power to distribute images is also economically
driven. At the same time, public funding for endowments and agenciesdlimtep

public access to images, such as NEA, NEH, and the Corporation for Public Broadcasting
(PBS), dwindles and once again faces partisan criticism and possible elimination under
the auspices of budget shortfalls. In essence, the culture of imagésdsrawith

political, ethical, and cultural pressures as ever, while the production, reproduction, and
distribution of images continues to grow exponentially.

Contemporary Ekphrasis and Critical Tradition

Publication of contemporary ekphrastic verse angithe increasing ubiquity of
images. Amid all of our anxieties about poetry as a muffled voice set against the
onslaught of the culture of images, poetry about, to, and for visual art thrives and is not
necessarily born out of antagonism. For instamuest of the 56 volumes of poetry
honored with the National Book Award since its inception in 1950 include ekphrastic
poemsThe Complete Poems of Marianne Mo(852); The Shield of Achillefl956)
by W.H. AudeniLife Studieg1960) by Robert LowellTheComplete Poemisy
Elizabeth Bishop (19708elfPortrait in a Convex Mirror(1976) by John Ashburyihe

Need to Hold Stil{1982) by Liesl MuellerThis Time: New and Selected Poda398)
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by Gerald Sternin the Next Galaxy2002) by Ruth Stoné;ighthead(2010) by Terrance
Hayes. Increasingly common within the last 10 years are books of poetry published and
widely reviewed in which the title poem is ekphrastic or ekphrasis represents a majority
of the col |l ect iNodeMemoig2000)avlaM dkr iCsoMtLijedwsd s
Oysters and Lemon: On Objects and Intimac® 0 0 1 ) , CoTrne(20H)y klarys e n 0 s
J o B &medyedike a Strange Ballog2004), Sh ar i n Sdious PinkZ086),
Gr ace BehadngkEyg 2006) , S t Michedang8le'hSeikug2003),
Kat hl e e n L dlua @iry BysLife as an Obje(2010). Possibly because of its
location at the intersection of the visual and verbal arts and potentially because the genre
offers rich opportunities to talk about a twieth and twentyfirst century skepticism of
the homogeneous natures of the linguistic and visual arts, ekphrastic poems are
commonplace in anthologies of modern and contemporary poetry.

Aware as they are of a dangerous tendency to want to locatencugtutnority in
visual images, poets still write about images because they like looking at them. Gertrude
St ei nds dleddresin Anericeemains true for many poets writing today:
AThe only thing, funnily @gniosuglhgokihmg dt npei
(83). Looking at paintings, sculptures, photographs, collages, and the like is pleasurable,
and the dilemma for many contemporary writers seems to be how to negotiate the
pleasures of obseation with the ethical awareness that the nature, construction, and
representation of looking, particularly at images we know to be representational
constructs themselves, can have social, political, and even moral consequences.

In the twentieth centuryyritical treatment and theorization of ekphrasis flourished

and transformed, as well. Critical definitions of ekphrasis, though, are often at odds over
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whether or not it qualifies as a genre,-g@nre, or literary mode. In fact, most critics
commentore k phrasi sé6s classification offhanded!|
way critics refer to ekphrasis often parallels contemporaneous literary debates over the
nature of genre. lithe SisterArts Jean Hagstrum revived the 1
descbe fApictédthhd peems say those that creat
same wayo that pai nt i rcagtegoryof icbniapoetryy idagstnimg h t .
cites the origin of the Greek temkphrazeims meani ng @At o splelak out
as he repurposes the term to describe the
the otherwise mute art objecto (18). Hags
ekphrasis from Geor ge ShbeiEarliesReaiscapcgasa descr i p
Greek rhetoriciantwdeffoecea et hbaseel abbhat ekbysd
visual objead not necessarily visual art (27). While ekphrasis had been a rhetorical term
related to enargia and used alternately as a means by whiéeispeaduce in the
audienced6s mind a vivid representation of
first centuries, the term became useful to those literary scholars exploring the

intersections between visual art and poetry.

Often mirroringthe ent ur yés changing critical | an
present the genre first as-aduplizedicons,taednd poem
parall el visual and | inguistic sign system
visualrepre ent ati ono (Heffernan 2) . For instanc
Still Moment of Poetry; ol.aokbonRe vi si t ed, 0 Murray Krieger
Athe imitation in |iterature of a work of

formal principle to which all modern poetry aspi(@87) Kreigerds concen
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spatial/temporal binary of images and words reflects similar ongoing scholarly
conversations about genre as defined by ittimiship to time and space. For example,
Northrop Fr yebrspased offilceadrlyy of Genreso (1€
genre in terms of the spatiale mpor al r el ati onship between a
definition of ekphrasis is cast in sualway as to demonstrate the extraordinary
achievements Modern poetry that strains against the temporal limits of the verbal art in an
attempt to achieve spatial presence.

INThe Ga z e dobnsHollanuer references the Greek origins of the term
ekplrasis but is primarily interested in sketching a brief history of poetic ekphrasis and in
creating taxonomies of ekphrastic Aimodeso
actual ekphrasis). He elucidates exigencies for a variety of ekphrasticosigiati
explaining the purposes of writing about actual paintings or decaying monuments or how
imagined works of art differ from one another, linking the form of the work of visual art
to the formal and literary tropes in the corresponding ekphrastic pbere. Ga z er 0's
Spirit compiles important, canonical examples of the genre over a sweeping historical
context, demonstrating the genreds sweepin
ekphrasis by types of responses to visual art appears overtly NeotlaisBisg
Hollander ends his introduction with a consideration of the rhetorical agenda of
ekphrasis:

All ekphrastic writing, whether in verse or prose, must exploit deeper

rhetorical design as well as respond to a number of more obvious

considerationsThese would include, for example, the matter of scale: the

scale of writing and of parts of the written text as well as of reading the

image. Then, too, there is the identificaioand thereby, often, the

constructiod of parts or elements of the imageiny addressed: selection
among these, and descriptions of relative prima@naillaryquality, of
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relative prominence and importanddere is the emergence of some
explanatory or interpretive agenda, perhaps only after an initial or
conventional one has been worked through. (90)

Issues of primacy, interpretation, and exploration, in other words, are frequently
ideol ogical and are at play in a poetds re
arts, making the ekphrastic situation and resulting poem inherently ideological
I nterestingly, Hol l anderds consideration o
between ekphrasis in prose and verse; however, subsequent critical definitions of
ekphrasis delineate poetic ekphrasis more clearly from other forms of verbal
representation of visual representation.
James A. W. Hef fernan and W. J. T. Mitc
imitation, arguing instead for a narrower interpretaliaghe verbal representation of
visual representati@n but they differ in their attitdes to whether or not ekphrasis is a
literary mode or genre. Both Heffernan and Mitchell agree that comparative analyses
between the two arts has reached the limits of its effectiveness and instead consciously
redirect critical inquiry toward understandithe social, ethical, and moral stakes of
confronting the silent, spatial, and frequently feminine visual image in language,
considered to be active, temporal, and masculindluseum of Words: The Poetics of
Ekphrasis from Homer to Ashbefgr exampé Hef fernan defines ekyg
|l iterary modeo that revolves around the ge
In a footnote, Heffernan explains:
| call it a mode rather than a genre (as Kreiger does) because it lacks the
distinguishing formafeatures we find in such traditional genres as epic,
dramatic, and lyric. Some of the participants in the 1986 Columbia

colloguium on ekphrasis claimed that ekphrasis deserves no special
literary status at all because it can appear within works of vageues
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(such as epic) and because no formal or syntactic features distinguish it
from any other kind of literature. But the same objections could be made
about elegy. (194 n20)

Heffernands insistence on fAfor m@wardf eat ur es
British Romanticism in which the status of literary genre undergoes a transformation. The
measure of poetsd6é artistic genius during B
subsequent criticism about it, Iwgnessanit en m
ability to outstrip generic convention. Such is the evaluative measure of German
Romanticists such as Friedrich Schlegel, who in his denial of genre as an adequate means
for assessing poetry simultaneously renewed perceptions of genrsasppixe literary
classifications, a point which Jacques Der
when he writes:

As soon as the word Aigenreo i s sounded,

one attempts to conceive it, a limit is drawn. And whéméd is
established, norms and interdictions are not far behind. (56)

As Anis Bawarshi and Mary Jo Reiff point out@enre: An Introduction to History,

Theory, Research, and Pedagopgy Der ri dadés focus on textso6
opposedntgo nglbelpaves the way for understand
Texts resist neat categorization, and through their reproduction and reconstitution of

genre conventions, texts se#fflexively comment on their own ideological agenda.
Classifyinge k phrasi s as a fdliterary modedo all ows
tradition as a narrative of literary social history, from the classical epic to the modern

lyric. Such a move would be less feasible if ekphrasis were considered to be a genre in

theRomantic or even Poftomantic sense because poets under the duress of generic

convention strain against such restrictions. For Heffernan, the social dynamic of
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ekphrasis is historically persistent, and defining ekphrasis as a mode avoids having to

conterd with ways in which poets break from or resist its conventions. As a literary

mode, Heffernan i s better positioned to ma
of literature can be written as a history of its perennially conflicted response toail ar t o
(2).

W. J. T.impbrtante beb Yy 68BEkphrasis and the Ot
at the nexus of the sister doorolsgyhetpmovesli t i on
to be rife with political and cultural struggles for dominanceveenh competing media
forms. By considering the social actions of ekphrasis as setting in motion relationships
between codified words and images, Mitchell releases critical conversation about
ekphrasis from the limitations of metaphorical and formal coispas between the two
arts. He defines ekphrasis as fAa curiosit
literary genre (poems which describe works of visual art) and of a more general topic (the
ver bal representat i on).’dBfdividingekparhsis asditerang s e nt a
genre from its nottiterary and rhetorical use, Mitchell highlights one of the critical
moves in literary studies that distinguish Structuralist attitudes toward genre: literary
genres operate within the domain ofamstructedliterary reality. Bawarshi and Reiff
explain that AStructuralist approaches [to
historically localized genres shape specific literary actions, identifications, and

representat i on sarizafjoh & dhe ekphritia sikuation withingdhe t h e

context of a triangular relationship between the speaker/poet, artwork, and reader places

®Similarly, Grant Scott characterizes ekphrasis as
Rhetoric of Dilation: Ekphrasis and Ideolggord & Image7, no. 4 (OctobeDecember 1991): 3010.
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the ekphrastic genre in its own literary universe, which can then be understood a site of
textual production and s@dicontest.

The term Aekphrastic situation, 0 as Mit
rhetorical Greek origin of the term.Composed of context, author, text, and audience,
the rhetorical situation is a flexible means for fashioning effeetigaments that respond
to the needs, interests, and schema of an audience whom the speaker wishes to persuade.
Mitchell repurposes the rhetorical situation, constructing a literary model to show how
ekphrasis operates. By gdrtdi ¢ lnladt ismdg uan esk
the art object, and the audience in relationship to one another, Mitchell establishes a
responsive exchange between three socially codified subjectivities. Drawing from a
tradition of gendered discourse that alliegpaaking subject with maleness and a silent
art object with femaleness, Mitchell positions the poet as the active, organizing voice
negotiating the representation of a silent, spatial image to a silent, complicit reader. While
the invocation of a trianglenplies a reciprocal relationship between the three parties,
Mitchell explains that the driving force of the ekphrastic situation is derived from the
disjunction between the artwork and the reader, who both depend upon the poet/speaker
in ordemet manfbseheed .0 A vVvi sual representatio

be seen irfrigurel.

' Greek, fAekphrasisod means fAto speak out. o A rhe
Richard.A Handlist of Rheotrical Term&™ Ed. Berkley and Los Angeles: University of @ainia Press,

1968. The term was originally used to describe an exercise Rréiggmnasmat#o create lively and

engaging descriptions of commonplace objects, people, and events.
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Speaker/Poe

Artwork Reader

. Y . vy

Figure 1: Mitchell's Ekphrastic Triangle represents the speaker/poet as the organizing voice that
presents an obscured or absent work of visual art through language to a complicit audience.

Mitchell focuses on the way in which the literary genre of ekphrasis structures
interpretation and production. The ekphrastic situation of a poet/speaker iaggoral
work by another artist sets the stage for a contest between visual and verbal
representation such that identification and representation inform and reproduce a literary
reality. For example, when Mitchell defines the social situation of ekplagasis
triangular relationship (a poet/speaker gazes upon an object and relates that engagement
to a reader/audience), he describes a literary universe of social action in which language
codifies ideological struggles between verbal and visual mediahén words, the
poetic ekphrastic situation becomes a literary domain in which anxieties about

Aot hernessod drives the poembs soci al acti
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Thus, the boundaries of ekphrasis as a literary reality are drawn in such a way that
limits the number of possibl®@sial relationships between the three parties: speaker/poet,
artwork, and reader. Consequently, Mitchell theorizes a linear narrative of fascination
that he sees unfolding in the ekphrastic situation. Verbal engagements with the visual
arts begin with aassumption that rendering visual art in language would be an
i mpossi ble project, an assumption Mitchel]l
narrating the visual representation ignite
achieve the immedgy that the visual image demands. The impending and potentially
more alluring presence of the image, though, is met with equally strong resistance, an
Afekphrastic fear, 0 that anxiously resists
because its presee threatens the authority of language. In other words, the illusion of
immediacy and presence of spatial representtibe possibility that images might
make their meaning known all in an instangresents a threat to the authority of
language. Therefe, according to Mitchell, the ekphrastic situation is destined to play

out a linear narrative of historicallgcognized competition between rival arts called the

paragone a term used by Leonardo da Vinci to
becaue of its ability t®& have an fAi mmedi ate ¢
. The term fiparagoneodo is used t oandposetsandthe# redpécive c o mp e t

modes of representation. As Jean Hagstrum nofEkérSister Artsthe term is understood better as a
sociological phenomenon than philosophical. It is most apparent during the Renaissance, when the
competition betweenget and painter resulted in a superior social and educational status for painters than
they had experienced since antiquity, a position that threatened the relative status of the Renaissance poet.
The term is first used in the criticism of Leonardo dacirSee Hagstrum, 66.
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Indifference

Figure 2: Mitchell's ekphrastic narrative constructs a literary reality in which poetry begins by
regarding the visual image with indifference, which leads to an ecstatic hope thihe image can be
realized in language, followed by the fear that the presence of the image threatens the authority of
verbal representation.

Mitchell offers a caveat to his narrative by writing that the paragonal model does
not accoun+oicd ®rarma onedsiest ancesod i n poems S
APortrait of a Lady, o0 acknowledging that <c
relationship between the arts. He goes on to explain that his essay does not begin to
address variance betweenkimd$ vi sual representation (Ame:

a shield; paintings on an urn; a rococo pastoral by Fragonard; and anonymous Renaisance

oil painting; a plain, undddrenedrj gro,r t&mha
concludesbysayingl i ke the typical ekphrastic poem,
wi || have to be understood as a fragment o

Heffernan takes the literary reality of the ekphrastic situation as a paragonal
competition between rival arts even furttiesn Mitchell, claiming that it is one of the
fundament al principles of the #fAliterary mo
Mi tchell s c¢cl aims about the gendered, soci
insisting that the comatesnsbefweesuaverikeal
fundamental principle for all ekphrasis (2). Heffernan explains his interest in ekphrasis
thusly:

First, because it evokes the power of the silent image even as it subjects
that power to the rival authority of lgnage, it is intensely paragonal.

37



Second the contest it stages is often powerfully gendered: the expression

of a duel between male and female gazes, the voice of male speech

striving to control a female image that is both alluring and threatening, of

malenarrative striving to overcome the fixating impact of beauty poised in

space. Third, the relation between the arts in an ekphrastic work of

literature is not impressionisticnot something conjured up by an act of
juxtaposition andséonseaededfoaf i nebwyl ou®
contrary, it is tangible and manifest, demonstrably declared by the very

nature of ekphrastic representation. (1)

When his genealogy turns to twentietntury poetry, Heffernan argues that these
ekphrastic principles arejusse vi dent i n the twentieth cent.
l inguistic fashi oniliag. HofweAehi, | IHed d eg miaelo
ekphrasis as a literary reproduction of gendered contest between rival arts that is
historically persisteteads him to inaccurate and occasionally misleading representations
of modern and postmodern poems. For example, when he turns briefly to Adrienne
Richés poem AMourning Picture, o Heffernano
competition betweewnisual and verbal media strips the poem of its more subtle and
interesting exploration of elegy, memory,
Pictureo i s:

an exercise in paragonal prosopopdeippken posthumously by a girl

whose language strivés outdo the painting of her blackad parents

sitting with the remembered image of their child outside their clapboard

house on a hill overlooking western Massachusetts. Her language strives

to recreate fieach shaft adadrasgonhdesso i n wo

fingerso and see O0the map of every Ilila
f at h e rtarced pand1867)

Characterizing Rich6s poem as an erercise

over the pictorial eschews the more interesting questions the poem asks about how to

° A Greek term describing the act of speaking for or as someone or something else that either cannot or will
not speak for itself.
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represent loss and mourning without at the same time fixing the object of loss in the
present mome#t a shared challenge for both verbal and visual elegies.
Certainly the language of interarts competition comes into play in the poem, but
the nature of that rivalry is not between the aesthetic superiority of one medium in favor
of another. Instead, Rich uses the discourse of sister arts rivalry to critique thelpaltriar
construction of Edwin Romanzo EIl mer s f ami

ethical dilemmas at stake in elégyisual or verbal. Rich critiques Elmer not for the

paintingdés inability to render yomwhieghf and m
Effieds memori al i n the pai-mlesi Bligabethei f i es a
Loizeaux makes this point c¢clear in her cha

of Marianne Moor e aTwehtiethCentury Roetey arlldld \VGshadb f r o m
Arts:

I n the end, AMourning Pictureo rejects
A family drama like many migtentury poems about women, it is an anti

elegy that refuses to mourn the loss of a family founded on the gender

relations implied irthe picture. The daughter will not, the voice asserts,

die off like the mother, nor will she tell the lie about memory that her

fathero6s memori al embodi es: fAShould | m
leavethisout 2?0 she asks. Fully awakened, sh
Al am Effie, y@dw) were my dream. 0

The speakerodos contention may be that the a
as Loizeaux explains, pointing to those aesthetic inadequacies comes in service of a

larger and more pressing project, which is to say to revise the gendered ¢omstrfc

El mer6s pictori al el egy. Asserting her su
confronts the artistds subject, which is a

poetry is a more adequate form of elegy than painting, as Hafffsuggests she does.
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The fact that important questions exist about the poem, ones that are elided by focusing
on the speakerdos desire for representation
alternative model to discuss and to interpret adequatelgte poems | i ke @A Mou
Picturedo that do not fit the strictly para
In her introduction td'wentieth Century Poetry and the Visual Atisizeaux
explains that
[i]t has been difficult to move beyond the appealing dranzacigone
with its plot of conflict and uncertain victory. But under its lens every
ekphrastic relationship looks like linguistic appropriation, every gesture of

friendship like cooption, every expression of admiration a declaration of
envy by the word for the unobtainablensr of the image. (15)

Speci fically, Loizeaux references Gertrude

Shangebs comparison to Afriendly conversat

time witho art as exampl eesistanlthe dssumptianthatt e mp o
competition between the arts is a fundamen
al ways o6rival, 60 Loizeaux writes, fAeven wh
Loizeauxds significant r econsidersecralat i on
and |iterary context than that of Mitchell
of ekphrasis encourages poems that emphasize the dynamic interplay of the perceiving,
thinking, feeling poet, t baexremindsiustoaft art , a
ekphrasis extends beyond literary realities because of its relationship to other forms of
writing, as wel | as to social, and histori
poetds response to a wexk afiaetwidadbotrheo

point she believes resonates in the observations of Mikhail Bakhtin regarding discourse in

the novel: fébet ween the word and its obje
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subject, there exists an elastic environmentloég alien words about the same object

eo (17). ETaventiethcChntury Paetry arad the Visual Asitsiates

ekphrastic poems within literary and exlitarary contexts. As a result, Loizeaux
demonstrates how the rising influence of museurtuceil contemporary feminisms,
conversations between poets, and collaborations between poets and visual artists inform
and are informed by particular ekphrastic poems, including examples by W.B. Yeats,
Marianne Moore, Adrienne Rich, Rita Dove, and Ted HagHeairing closeeadings of
poems with corresponding exdliterary social contexts, Loizeaux reconstitutes the

literary realities of individual ekphrastic poems as dynamic responses to a wider range of
available discourses and moves the conversatiekpirasis beyond the limits of the
paragone narrative.

Untethering ekphrasis from its literasyo c i a | reality, Loi zeaux
would argue, is suggestive of cultural studies revisions to theories of genre, where the
divisions between literary and mditerary discourse have been called into question. As
Bawarshi and Reiff explain:

Cultural Studies genre approaches seek to examine the dynamic

relationship between genres, literary texts, and sodliired in

particular, the way genres organize, gaternormalize, and help

reproduce literary and néierary social actions in dynamic, ongoing,

culturally defined and defining waysé. A

Studies approaches to genre is the way they define and use genres to

examine dynamic relens between literary texts and historically situated
social practices and structures. {23

Ekphrastic poems draw on nditerary genres such as art historical writing, museum
curation, and scientific description, and by doing so demonstrate what loicaits the

dynamic interplay between the poet, the work of art, and the audience. Combining
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multiple discourses extends the social action of the ekphrastic poem and in turn shapes

the poetds engagement with the considetsal obj e
Rita Doveds fiAgosta the Winged Man and the
contemporary historical moment when the interest in and number of African American
Museums expanded rapidly. Loizeaux demonstrates through close reading how the
literaryreality of the ekphrastic poem responds multiply to historical, literary, and social
contexts of museum culture while simultaneously contending with the framed, racialized
dynamics of the work of art itself. This methodological approach is significaatibe
Loizeaux complicates Mitchel/l aontithitaHe f f er n a
ekphrasis acts wupon the Asiblindgby and ofte
suggesting that a poemo-lgeratysliscousésmaynd c ommen
complicate the narrowness of that assumpti on.
reading, the social action of the ekphrastic poem extends beyond reifying word/image
contests between poets and painters by offering up ways in which ekphrasis calls

attention 6 the complex social issues of display, African American history, and museum
practices.

Ekphrasis as a Genre

Building on Loizeauxds characterizati on
contexts and as dynamically and discursively responsive to sbosd contexts, this
study begins by insisting on the definition of ekphrasis @ganaein the sense that we
have come to understand the term in cultural stddeéesecognizable response to social
context that borrows from and puts to new use other jtenad norliterary discourses.

Foregrounding the issue of genre privilege
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appropriation and reconstitution of other literary genres, such as narrative, dramatic, and

lyric poetry. It also acknowledges the influeréenonliterary genres, such as art

historical criticism, cartography, scientific description, and museum curation. Further,

reasserting ekphrasis as a genre underscores the internal and social contexts that shape

and are shaped by ihlamthgromedimdés engagement w
In Ideology of GenreThomas Beebee describes the appropriation of other genres

in the novel avsalcuheadn goifn gonteh eg efinursee i n t he co

doing so calls into question the underlying ideologies of those gémres. When we

say that ekphrasis is poetry, for, and abouvisual art, we privilege the way in which

ekphrasis explicitly assimilates the discourses of narrative, lyric description, and dramatic

monologue into the ekphrastic situation. Forexamplee n t he case of Adri

poem, fAMourning Picture, o Effie-tmgaks dir

genre of oral utterance into another, literary, coexposthumous, painted

representation of a girl addressing her absent fatinahid case, the narrator and the

reader both become Aoverhearerso of the co

speech, considering that her father is also absent and the painting serves as his proxy.

Within the ekphrastic situation, speech gdaiees on new usealue, as it is

disconnected from its original context. Rather than a direct exchange between two living

people, in AMourning Picture, o6 the painted

absent and al so s ihdt@sdaughteadarhbe mades presentsagammt i o n

memory and not just made present, but that he can maintain a geeastatus quo

within the family unit at the same ti me.

Bakhtin would describe it), becompart of a secondary genre (the ekphrastic poem) and
43



isputtonewsocialuéea f emi ni st critique of the paint
Whilewee x pect speech to pass between two | ivi
uses the understood soataintext of speech to underscore the absence of the speaker
who if alive might not have the same freedom to speak freely.

What distinguishes ekphrasis from the narrative, lyric, or dramatic poem is the
situation of a poet responding to an image or worlastye art that is often, though not
always, the creation of another artist, an engagement which is then related to another
participant, the reader, whose relationship to the work of art may be direct (as in the case
of poems published alongside reprodoies of the work of art) or indirect (unassessible
or visually obscured by distance or erasure). Considering genre in terms of its response
to soci al purpose and context rather than

sense in terms of how wederstand ekphrasis to operate, recalling that it is precisely the

|l ack of Aif or mal featureso that causes Heff
As Beebee points out, figene-valueofadstolreer ences
rathertha i n i ts content, f or mal features, or [

consequence of social context, is the means by which discourse achieves purpose, and by
understanding genre as verbalized or written responses to soe@iiynized and distct

situations the way Bakhtin and Beebee do, ekphrasis is a genre that cannot be classified

as a type of narration, description, or dramatic monologue. However, ekphrasis can and
invariably must assimilate those literary genres, as well aditecary genres-’

Granting that genre puts discourse to reco

appropriation of another reframes the appr

YBeebee explains, Afgenre i s the precondition for th



understanding of the dynamism and responsiveness of the ekphrastic situati@taevith

moves to reintegrate theorizations of literary and-itenary genres.

Ekphrasis as a ficontext in which a text
genres and texts, and attain cultural wvalu
andre i st anceso that Mitchell gestures to at

Appropriating other literary and nditerary genres in ekphrasis occasions a doeuble
commentary from within the literary reality of the ekphrastic poem as well as outside of it
by reshaping the social context and ideological assumptions of the genre being absorbed.
For example, resituating the discourses of museum curation within the new context of an
ekphrastic poem calls into question the social contexts that shape thes#isaufur
museum curation in the first place. Such a move creates a relationship between the
literary reality of the ekphrastic poem and the social pressures that surround it. In this
sense, ekphrasis as a genre presupposes an internal and external cioesecte

| invoke the similar histories of genre theory and critical engagements with
ekphrasis not as a means to simply point to the banal coincidence that how we understand
literary tradition is reflected in how we trace ekphrastic tradition, but instead
demonstrate how realigning ekphrasis with genre theory offers opportunities to expand
our consideration of the ways in which ekphrasis operates. Approaching ekphrasis as a
genre, a dynamic system of relationships between texts and contexts, expaadgehe
of possible stances between poetry and the visual arts and presents opportunities to
explore relationships other than the alluring narrative of interarts competition. 1 am not
the first person to point to the limitations of a linearly construckpthrastic situation.

Many scholars, especially recently, have cast suspicion on the idea that all texts are
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doomed to the violent ravishing of silent, often feminized images by the speaking, and

often masculinized voice in poetry. As | have already ndiktthell qualifies his own

=]

model of the ekphrastic situatidrwhich | am callingalineé&t o account f or
voices and resistances. 0 Mi tchell 6s essay
as a fragment or mi nieeomesrtrem aftagn@nt pr.miniaturel h e ¢
of what? Considering ekphrasis from the perspective of genre invites increased attention
to what t hose eowowmtderiiresi stanceso might |

Despite a general recognition that the paragonal mode dossfficiently
account for many ekphrastic poems, we have been uncertain about how to move beyond
it As we say that the model i's insuffici
interactionso between wor dtethegposdibiliythatge s, st
violence is inherent in the genre.

St ephen ChWriing é00Ast: ThecAeskhetics of Ekphrasisnsiders
ekphrastic activity in terms of aesthetic reciprocity. Identifying the usual ways of
examining ekphrasts as sisters mthrough alterity Cheeke suggests that

Sometimes the encounter with alterity takes on special charge when it is

not merely an occasion for the discovery of difference, but a place of

relation and therefore of the possibility of exchange. As such, itlmeay

the model for a more positive evaluation of aesthetic experience in terms
of recognition or assent. (6)

Beginning his assertion with Foucaultds st
is an infinite relati onmpeph@dtietadtiondtorught udy w
artfully-worded, close readings of the usual suspects. For Cheeke ekphrasis acts as a

verbal token or gift to the visual works of art they represent.

46



Susan Harrow proposes a fANew Elkkgudar asi so
of French Studies: A Quarterly Revi¢hat features five articles about writers since 1950
who find companionable approaches to visual arts. Considering work by Elaine Scarry in
Dreaming bythe Bogk Har r ow suggests thadchemas ifnnew ekp
resemblance as the primary purpose for contemporary ekphrastic projects.

Ekphrastic practice in the writerly text is a process of confronting abstract,

nonfigurative, or countemimetic art. By so often occluding or

transforming its referent, medr n ekphr asi s sih-i ps free of

wordso by erasing the signifying premis

texts embrace the impossible wording of the imgugimage and reveal
the creative potential to which that impasse give (&g3-4)

The articles in this issue, she explains, do not see poetry (and some prose) as rivals with
visual art, but as reciprocal visual and textual cultures. What Harrow writes of French
ekphrasis is in many ways true d&pérasis in English over the twentieth to twefitgt
centuries, as well . An active part of the
narrative forms, ekphrasis in contemporary practice explores the cultural and intellectual
concerns of ekphrasticaitions through reciprocal dialogic experiments that engage

with issues of alterity through constructions of corporeality and performance.

The difficulty in moving theories of ekphrasis forward to accommodate the
genreds fl exi bi | nfindingamodel thait careaccomniogatethas b e e
variance between relationships without eliding the careful balance each draws between
kinship and rivalry, discourse and spati al
ekphrastic interventionsanddesds e how t hey work against Atr

paradigms, but when we use one poetds appr
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too becomes inadequate. In other words, if each time we return to examples of ekphrasis
to explain how it does nottfour existing model, perhaps we need a new model.

Considering ekphrasis to be a genre in light of work such as Bakhtin and Beebee
and with an awareness of contemporary genre theory where scholars imagine the value of
reintegrating literary and nditerary genre studies, the following study builds upon
existing theories by suggesting new methodologies for the study of ekphrasis that
recognize its unique situation of the genre as something quite different from the genres of
narrative or lyric or dramatidut as one that, like the novel, depends on the mingling of
them, a participation with and perfoermance
val ue. 0 Ekphrasis evolves from a social ¢
of art and in doingo creates a conversation that is at least tripartite, but generally
speaking larger than that. Ekphrasis is never just between speakers an@ reaeeris
the poet wants it to be. Ekphrasis always draws from, participates in, and puts to new
social ug other genres. Therefore, ekphrasis comments doubly on the literary reality and
on the social and material features of its construction (context). We know that ekphrasis
often uses a gendered, paragonal model, but need better methods to help uncover the
Aot her wayso and other modes that ekphrasi
advances in digital technology can present more nuanced methods that better account for
the range, polyvocality, and even conflicting attitudes between the verbalsaatlin
ekphrasis. The following study contributes to the scholarship of ekphrasis by presenting
new, digitallyenabled methodologies for understanding the literary anditeoary
tradition of ekphrasis that also offer opportunities to reframe thdititvn such that

women's contributions are not additional or other to it, but constituent of and integral to
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its formation. Furthermore, my dissertatio
about the genreds compet i asticypeems) @atticularly, ar gu
those by women, make use of the dowtdenmentary of ekphrasis to call attention to
ethical and social practices of looking, displaying, and taking pleasure in visual art and
images.
Ekphrasis as a Network

Beginning with the assnption that ekphrastic poems patrticipate in a genre that
includes at least three participants (poet/speaker, artwork, and reader) and that places
these three subjectivities in conversation with the literary reality of the poem and an
outside social contéxl turn to networks and network analysis to help map the internal
and external connections of an ekphrastic poem. A model of contemporary ekphrasis
would require enough flexibility to accomm
possible relations beeen poetry and visual art, often at the same time. It would have to
evolve organically from the text allowing for multiple subjectivities positioned in
dynamic relationship to one another and as
access to a simianeous, politically and ethically charged, culture of images in which the
electronic reproduction and distribution of images is always already present.
Additionally, it would need to acknowl edge
constructed of aanon of poems whose authors are most frequently male and most often
occupy a masculine gaze, while at the same time present opportunities for the inclusion
of poems that operate outside of that tradition and not simply because they deliberately
work aganst it. Finally, a new model would need to account for the literary and non

literary genres upon which ekphrasis draws and in which ekphrasis participates. For
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example, as we look toward the social and ethical exchange of ekphrasis within a wider
socialand literary context, a new model would need to provide a means by which we can
account for the tradition of ekphrasis within the wider tradition of other poetic genres.
The new model needs to be scal@béble to attend to the small, subtle, and ambiguous
discursive exchanges within a single poem as well as the much broader contest of those
discourses as participating within a broader literary tradition. Without these, any new
model of ekphrasis would also become a fmi
Social network theory, borout of the social and behavioral sciences in the 1950s
and 60s, offers a good starting place for such a model. As a method for modeling data,
network models work well when what we wish to uncover are patterns of behavior or
relationshi pso bAks weteaanliacxtWasser man and Kat
Social Network Analysis: Methods and Applicationsi The soci al net wor k
encompasses theories, models, and applications that are expressed in terms of relational
concepts or processes. Thgtrelations defined by linkages among units are a
fundament al C 0 mp o n g4).timporfantly, the fouoguitingt heor i es 0
principles of network modeling and analysis complement what we know of contemporary
ekphrasis.

1 Actors and their actions are viewed as interdependent rather than
independent, autonomous ufits

1 Relational ties (linkages) between actors are channels for transfer
or Afl owo of resournaterml) (ei ther mater

“"True, some ekphrastic poems demonstrate a poetos de:
work to create a hermetically sealed formal poem in order to assert its independence; however, | am basing

my definition of ekphrasis as necessarily partiéiatn and making use of other genres, engaging with

another work of art, and participating in a tripartite exchange. Despite attempts to be autonomous, the

ekphrastic poem is necessarily a relational genre, and my hope is that a network model willatboun

for the aut hor Gastheisamiiraerad its dnineendédacanmmeatgdness.
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1 Network models focusingn individuals view the network
structural environment as providing opportunities for or constraints
on individual action

1 Network models conceptualize structure (social, economic,
political, and so forth) as lasting patterns of relations among actors.

(4)

In modeling and analyzing networks, it is the relationships that determine the nature and

flow of the entities of which it is comprised. What social network modeling offers the

study of ekphrasis is a methodology for visualizing increasingly complexysgally

informed subjectivities in which more than three actors (speaker, artwork, reader)

participate. In such a model, the nature of the relationships between each entity shapes

the interpretation of the entire network, and multiple, various, arddiependent

relationships between entities can exist simultaneously. The key to network theories is

that they require relationships from which concepts, patterns, and processes can be
discerned. However, models of networked data are not prescriptiver, tla¢ shape,

form, and patterns of linkages between nodes in the network shape organically. For
example, as Wasserman and Faust point out,
autonomous individual units, the associations among these attributes usethiness of

one or more attribute for predicting the level of another attribute, the social network
perspective views characteristics of the social units as arising out of structural or

relational processes or focuses on properties of the relatienal & ms t hemsel veso
Therefore, relationships between entities in a network are more significant than any
individual entity by itself. Network analysis provides a means for reading relationships

as coexistent and interdependent without dependinghgnlar attributes of any

particular node on the network.
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As graphical representations of relationships, networks rely on a language that
may at first appear unfamiliar to a literary scholar but that offer another possible way to
understand the languageekphrasis that can open up our methods for articulating how
the genre operates. Network graphs are a spatial representation of relationships between
Ainodesod and fAedges. 0 Nodes, which are al't
visual repreentation (circles, triangles, squares, small images) of a single person, group,
event, idea, or word that shares a relationship with another similarly defined person,
group, event, idea, or word. Edges, als
representation of the relationship shared between nodes, often in the form of solid or
dotted | ines. The fiedgeso between nodes ¢
the relationship between the two entities. For example, the ekphrastic trizatgle t
Mitchell suggests can be visually represented in a network diagram akin to Figure 3. The
poet/speaker (which are often used interchangeably), the artwork, and the reader are form
three separate nodes in the network. Each node is representediéyradtbngular
box and labeled with the name of the node. Among the three nodes are two edges, which
are represented by solid blue lines. The lines have been further improved upon to
represent the direction of exchange between each of the three ib@ewlationship
between the poet/speaker and the artwork is aveypexchange in the sense that the
poet looks at the artwork, which produces a mute, visual response. The poet/speaker,
then, conveys that exchange to the reader. As a result, the ¢dgerbéhe poet/speaker
and artwork has arrows at each side, indicating an implied correspondence, while the
edge between the poet/speaker and the reader represents a single direction, as there is no

assumed feedback from the reader to the poet/speaker.
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Poet/Speake

Artwork Reader

Figure 3: Ekphrastic triangle visually represented as a social network includes three nodes
(Poet/Speaker, Artwork, and Reader) and two edges (a twway relationship between the
Poet/Speaker and the Artwork and an outward relationkip from the Poet/Speaker to the Reader.

The three node sdpoatspddket, arttvak, dnd readieme nbte |
necessarily all connected. An ekphrast:i
exchange with an artwork that is inaccessibletothred ;22 ex cept t hr ough
verbal rendering; however, one might imagine how this diagram would change were the
poem presented in an anthology where images of the artwork are also reproduced, in
which case there would also be alivectional line betweaethe artwork and the reader.

The directions of the edges between each node are significant because they represent
responsiveness between one node and another. In Figure 3, the lines between speaker
and artwork reflect inward and outward motion. Thet paeks at the image, and the

i magebs silent response resonates within
connection to the ekphrastic network happens only through the reception of language, but
cannot respond in a way that changes the pokgssiit creates something new. In the

| anguage of social networking, the term
interpretively through the networ k. For
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poet/speaker, to artwork, back to poet/speaked then to the reader. This model

demonstrates several important elements of what we have come to understand as

Atraditional 0 ekphrasis. There is a hiera
the poet as the most heavily weighted and flosto n n e c t e d ¢"* Gertralityina | nod
soci al networks iIis determined by fidegrees

edges in and out of a single node within the network. In a network in which the direction

of the relationships between nads visually mapped through directional edges,

outwardly directed edges represent the influence one node has on another. Nodes with

hi gher numbers of outwardly directed edges

influential or Aiwtka ngtivarkehdmthose mades that granarilyl y

have inwardly directed edges (also called

Figure 3, each node has one indegree; however, the speaker has two outdegrees compared

with one for the artwork and ne for the reader. In this sense, using a directed network

graph captures how the structure of the relationship between poet/speaker, artwork, and

reader lends itself to the paragone competition between the arts that Mitchell and

Heffernan describe. Thmage is subjected to the authority of language because in this

model of ekphrasis the relationship between the artwork and the reader is dependent upon

the poet/ speakerds exchange with the reade
When represented visually, the triptetekphrastic triangle that Mitchell suggests

demonstrates the limitations of considering ekphrasis within a solely literary reality. For

instance, we know not all poets are the 0fAs

21t is worth noting that one of the limitations to the triangle is the confusion between poet and speaker. In
Mitchell s model, these are treated similarly; howe
themselves. We lose this distinctias we conflate the two, reducing the complexity of the ekphrastic

dialogue from the start.
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diagram in Figure 3 represents gimiation of a poet producing a poem in his or her own

voice; in the case where the speaker is not the same as the poet, the combination of the

poet and speaker as a single node makes less sense. Similarly, if the poem appears in an
anthology alongside @production of the painting the poem comments on, an edge

would form between the reader and the artwork. By adding one edge to the ekphrastic

net work, the fAcentralityo of the poet/ spea
4, the visual exchamgbetween the reader and the artwork would increase the number of
Afoutdegreeso for each node. The artwork in
the poet/speaker does, shifting the centrality more equally between the poet/speaker and

artwork.

Poet/Speake

Artwork K. Reader

Figure 4: The ekphrastic triangle represented as a social network in the case where a reader has
access to a representation of the artwork, such as in the case of an anthology of poetry and painting.

Ekprhasis as a network, likedal relationships in network diagrams, are not linear or
triangular but a fluid, dynamic, and responsive to changes in context. In ekphrasis,
multiple relationships exist between one subjectivity and many others, often at the same

time. Similarly, a mdel for ekphrasis needs to account for multiple, simultaneous
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relationships: between poet and speaker, between reader and poet, between poet and
image, between the image and its referent, between the reader and the image, to name just
a few.

The benefibf using network representations to demonstrate the ekphrastic
situation is that it points to the limitations of the tripartite ekphrastic exchange and makes
evident the need to understand the wider and more complex possibilities that the context
of ekphratic poetry invites both inside the literary reality of the poem and extending
outside and yet related to the poem. By graphically representing ekphrastic poems as
playing out a socialkgituated network of relations between words and images, poems
and oher poems, poets and other artists, we can imagine a network that can represent
multiple strategies either independently or even at the same time. Admittedly, it may
seem strange to visually represent the verbal representation of a visual representation;
however, since what makes up finodesod and
flexibility in terms of the kinds of relationships we hope to explore and the numbers of
poems we want to consider. What fascinates us about poetry is its capacity for
simutaneitypi t s ability to fAicontain multitudeso
in suspension and offers delicate moments of indecision. What frustrates most critics
writing about ekphrasis is that poetry about images often does both and frequently i
elegant, sophisticated, and understated ways. The complexity and intricacy of ekphrastic
poetry, however, is often dampened by our need to explain how it either is or is not
participating in one limited way, and networks present opportunities to rapreeee

than one possible way of operating at often the same moment.
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Networks as fluid and dynamic representations present opportunities to consider
ekphrastic poems from multiple perspectives. Consider, for example, the dynamics
inherent in a female poetriting a poem about an image of a woman. The women poet,
writing in what she recognizes to be a fima
tradition. At the same time, she responds to the potentially male visual artist, to the
visual object itsk, and to the actual woman represented in the painting. Moreover, if this
is a poet responding to a work of art by a vkelbwn artist, say Edward Hopper or Pablo
Picasso, she would also have an awareness of their other works of art and other poems
written about them. | suggest one method of accounting for hypothetical poem in a
network diagram can be found in Figure 5, which demonstrates this hypothetical example
by representing each of the possible other nodes engaged by the ekphrastic poem, such
as: he artwork, the artist, the tradition of ekphrasis, other specific poems about the same
i mage, the museum in which the work -of art
centrico net wo r kentvicinstwoeks$ dorsider thegpossibleexigE g o
between nodes from the perspective of a single node in the network and are useful
because they demonstrate how an individual
connected the node is, egentric network visualizations can be a very limited view of
much larger network, and correspondingly represent the limited perception of a network
from one location in it. In the above scenario, the result would be a highly centralized
network in which the relationship between one subject and another is regjthiaugh
the text of the poem and from the perspective of its speaker. Understanding-the ego

centric network view of the poet/speaker helps to clarify the relationships that such a
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view misses. Thus, the ekphrastic situation is expanded upon, bditanlthe

perspective of the poet/speaker.

(mage/Obje?

( Visual art's
Reader ) referent )

( Reception of ) ( Poetic
Visual Artisj Tradition

image/obje

Poems about
the same
ct

Figure 5: An ego-centric network view of the ekphrastic situation from the perspective of the
poet/speaker who engages with social, textual, and visual contexts in an ekphrastic poem.

Ultimately, my suggestion is not to replace the ekphrastic triangle so much as to
resituate it as part of a larger network and by doing so allow for a variety of relationships
to exist simultaneously within an ekphrastic encounter, which would also adootire
discursiveness and polyvocality characteristic of contemporary poetry. Networks
provide a methodology for exploring ekphrasis as a genre that borrows from, participates
in, and comments upon other genres such as narrative, lyric, and dramagt,assa
possible approach to understanding how the discourses of ekphrasis borrow from,

comment on, and impact the discourses of other genres. Rather than privileging
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subjectivities as the only way to see ekphrastic relationships, social networkahdory
visualizations offers possible approaches to understanding ekphrastic discourses in
relationship to nomekphrasticornoh i t er ary di scour ses. Situa
paragonal ekphrastic narrative othinaHef f er na
larger model of social relationships that can exist between poetry and images allows for a
multiplicity of interactions inherent within the ekphrastic situation that may add to our
understanding of the hostile competition between words and images.

Networks and Interludes

Commissioned by the Memorial Gallery of Art at the University of Rochester,
Joan Murrayod6s poem Alnterluded responds to
painter John Koch. Both the poem and a reproduction of the painting appear in an
anthology cled Voices in the Gallery: Writers on Anvhich includes 40 works of art
from the Memorial Gallery of Art and poems commissioned by the gallery to be written
in response to pieces in the collection. Drawing connections between Renaissance
masterpieceslan Rayds photographs, musical tropes
their relationship to male artists, Murray
introspective creation that focuses pri mar
contrasts the artistic process with a dynamic relationship between the female figures in
the painting, calling attention to the interdependence of the female subjects and their
creation of community.

Murrayods poem and Kochoscagefoishifingtheg pr es e

network focus away from subjectivities as nodes to consider a limited network of genres
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and discour ses PrSiace setworksiame gréphimrépeesehtatiohs of 0

relationships and since nodes can represent anythinghtirassa relationship with

anything else, networks become powerful ways to visualize other kinds of relational

dynamics in addition to mapping relationships between subjectivities. For instance,

Murrayos poem dr awkhkterafyrgenrmas anthetdiscowsisesythatanalkdé n o n

up those genres in order to call attention

poetds attitudes toward | ooking, female bo
The paintingnterlude(Figure 6) depicts an intimate studio setting in which the

artist (presumably himself) lounges on his sofa, legs kicked out comfortably in front of

him while his left arm rests gently on the back of the sofa as he sips from a cup with his

right hand. He is turned to helgazesri ght, fr

attentively at the almost lifsize canvas resting on an easel which is turned away from

t he vi e woévielv and fpwardrihe painter such that only a faint trace of the

canvaso6s subject is refl ect eldandprovidesittte mi r r o

backdrop to what seems like a home studio. While Koch reclines in the background, in

the foreground, his young, daskinned, nude model is perched at the edge of a bed. The

model 6s right hand r est direetlyto dceeptthecumpamd whi |

saucer that an ol der woman (presumably the

about to serve her. Kochoés wifebs eyes ar

so as not to spill. On herfaceisafaintsmile The model 6s attenti on

the cup and saucer. The intimate gesture between the two women occupies the

3 The network is limited by the purpose of my intent in this chapter, which is to be suggestive of possible
methods for modeling ekphrasis with social network aislyWe could, for example, distill even further

the available discourses in the poem and their incorporation of othditerany genres. Since this will be
explored in more detail in the next few chapters, my purpose here is primarily illustrative.



foreground of the painting, while the artist remains distanced from the interaction,

absorbed in his own gazing at the object of heation on the canvas.

Figure 6: John Koch, Interlude (1963

This poem is instructive as an entry into a discussion of ekphrasis because it both
adheres to and purposefully subverts assumptions of ekphrasis as playingralgéradye
contest between poets and painters. While the poem contrasts the native environment of
the painting as spatial, silent, still, and feminized with the medium of language as active,
temporal, and male, the titles of the poem and the painting, pedusast these
interests most clearly. The paintingbs use
elements of the work. Firstly, it refers to the subject of the painting. The viewer can see
that this is a brief respite in the midst of a long sessiavhich the painter has been
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observing his model and been in the proces
the Ainterloper, o0 the artistds wife, inter
Similarly, the t er nerlationshipibdtweehehe panteranddhe r e f e
model , where the painterds momentary fasci
woman on the bed provi des -lifedmarrihge.nTheaterm ni nt e
interlude, however, comes from a musicabition. Often used to refer to a brief musical

episode inserted between longer musical pieces, interlude becomes the pun upon which
Joan Murrayds poem turns.

Interlude

This is between thetn

the hand extending, the hand receiving,

like the great scenan the Sistine ceiling

where a single touch

ignites the clay

and Eve amazed by the naked shape

rides tucked beneath Goddés wing.

But 1 tds not the creation

which goes on in the corner

where a man turns away in his own contemplation.

And 1 tds onp annunci ati

despite the flowing red robe

of the one whods hovering
dabove the one whoodos shivering.

This is only a pause

in the ongoing objectivity of the universe
a ceremony between two women

0 neither one dressed:

one nude on the edge of a rumpled bed,
and theother, plump and dimpled,

in a primly ruffled housecoat.

No, thereds no intoned magni
djust the slow slippered st
which eternally prolong the moment
before the tea cup is released.
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Her downcast gaze holds a steady calrse
the cup sails forward,
balanced by equanimity.

Despite the mirrordéds conspiracy,
thereds no way to see

what frontally greets hér

though the | ambent &urves of the model 6
The Vi ol icanveddront maboganys

each sinew attuned as she reacheshe ted

suggest the symphony.

The artist sits aloof in the distance,

slumped on the hanuifted, shirsskirted couch,

like an onist

who prefers his fantasy to company.

He reflects on what heds done,
Rechecks his course,

Rattles the ice in the ga his wife has brought.

(@)
(7)]

Through the window where he
he makes us notice as his Galatea stirs,

how the fine gold droplets on her ears

(beneath the sleek onyx sweep of her hair),

Make his homey wife

In her roundshouldered robe

Seem out of lace and pitiful.

pl aced us

But if we look for some resentment

As she stands inelegant

In relation (and in service) to that loveliness,

Her selfpossessed air (concealing a smile),

Comes forward to dismiss us,

Saying, fADondét waste your pity:
She i snoetwishdlawad8 dr ewhat | 6ve | ost. o

Al 6ve stood in this room a hundred ti me
Offering the cup.

| 6ve seen it sipped. Or held for war mt
Or left there on its saucer unconsumed.

But I 6m the only one hebés touched.

Even novd

Hebs |l ookingnthtoudh ntdhenypoul se. o
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Murray refers to the painting as fAa pau

uni verse. o I n the following stanza, she e
the artistodés wife i s not atmndiareligioumed magni
ceremony or hymn. The moment i s described

critigue seems to be that this moment between the artist and the model is supposed to

have grave significance, given the solemnity of the gedtorgever, as she has

explained in the first two stanzas, the act is neither creation nor annunciation.
Comparing the painting t oAntuhcatiotMusayi ne Chap
explains that the relationship between the two female figures is simply c er e mon y
between two women-#neither one dressed: / One nude on the edge of a hard rumpled

bed, / and the other, plump and di mpled, [/
ceremony is significant for its playing out of the relationship betweepltter wife who

has been depicted as having lost her sexual allure, and the younger, idealized model who
visually echoes the mahogany shape of the chair just to the left, and which Murray
compares tDh&avi d&laiya@muchdrire widelyezgnized work of

art than Kochdés, which in turn could be se
Given the comparative empowerment of the model because of her youth, her comparison

to the AVirgin Mary, 0 her Ipehyskanddesliresposi t i o
look at and to paint, Murray creates a situation in which the model appears to entertain a

hi gher station than the Ahomeyo wife. Lat
earrings on the model 0s mwundsbouldenediole/deeams h o m

out of place and pitiful .o
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Mapping verbal and visual subject within the poem as individual nodes within a
network allows us to understand the way the language of the poem creates relationships
between its subjects and hoacé relationship impacts our reading of other relationships
in the ekphrastic network. For instance, in Figure 6, the poet/speaker is the central node
in the network, organizing the connections and relationships between various
subjectivities through vedb exchange. Each node represents a subject that the
poet/speaker places discursively in relationship to other visual subjects. For example, the
ekphrastic triangle can be found in the network as edges connect the daietilugleto
the poet/speakerAn edge also connects the poet/speaker to the reader. Since the poem
is reproduced with a copy of the painting, there is also an edge between the reader and the
painting. The material condition of this
between the reader and the work of art, which means that the reader does not solely
depend on the poem i t*sThelnétworkis chasgedeadd theh e wor
poemb6s centrality reduced by the reader 6s
The poem draws comparisons betweerGheation of Adaniby Michaelangelo and
Kochoés pai n iThe Crgation bffAdarnecdmes amather node in the
ekphrastic network, but it is connectedniterludethrough the poet/speaker who makes
the comparisonThe same is true of comparisons made toAtmeunciatiorandThe
Vi ol i n . @hé &duagtage ® reading ekphrasis as a network is that it begins to
address what Jerome McGann calls a wor kos

of the poem, esented as it is beside a reproduction of the image to which it responds,

14 A point could be made here that the visual presentation of the painting is mediated through photographic
representation but for now | have synthesized the painting
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shapes and alters the range of relationships available to the ekphrastic poem with regard
to the reader, and even highlights the poe

of art not included in the museum anthology.

Figure 7: A network model of "Interlude” by Joan Murray. Nodes represent subjects in the
ekphrastic poem and edges represent the visuaérbal exchanges created by the language of the
poem.

The edges in Figure 7 imply that the relationships between nodes are non
directional, but we could argue that the lines between entities could also demonstrate
Afindegreedo and Aoutdegreeo relationships a
discursve relationship, where one subject reaches out toward the other and returns
changed. For instance, in the example of
figure with the poetic powers of speech, invoking another ekphrastic trope in which the
poetprovides an imagined voice for an absent or silent object. On the one hand, Murray

reshapes the readerds interaction with the
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speak. Kochés Ahomeyo wife confronts her
Apgii ful , 0 revising their expectations of th
Speech refocuses the center of the poemods

could be seen as a way of Acompetingo with

langume t o reshape readerd6s perspective. On
this case also increases the ties between
audience, generating improved fAequani mityo

canvas Murray writes in the penultimate stanza:

But if we look for some resentment

as she stands inelegant

in relation (and in service) to that loveliness,
her selfpossessed air (concealing a smile),
comes forward to dismiss us,

saying, fADoptt waste your
she isnét whatdor ewheat wWidsvhee dl ds twads
Kochossswiefagk er di smi sses fApityo because it

relationship to the model is subservient and, therefore, regrettable. The voice of the wife
calls to our attention the inherent assumptions that we as viewers makevhhbtite

desires of the wife figure are: to be young and beautiful, to be desired, to be permanent.
The figure denies the viewer and reader 6s

things she never wanted. By association, she also disputes thateome st andi ng i

relationd or even Ain serviceo Ato that 1| o

Mitchell explains Aekphrastic hoped as
and transference between visual afintdh ever bal
overcoming of otherness. 0 Hi s choice of t

sense, meaning to achieve sameness by surpassing the limitations of difference and at the
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same time taking over the other to make it the same as the self. Essdmiallgues,

the Aihoped of ekphrasis is to contain the
resembl ance. AEkphrastic hopeo therefore
claimo (156) . Fearing that t myeoftlseurtagel t er n
in such an Aexchange, 0 Mitchell warns that

and hope with Aekphrastic fear. o But this
works against. She is not attempting to become the artist in tkgrband and seems to
refuse any desire to take over the painting itself.

What Murray ultimately critiques is not the medium of the painting, nor its
stillness, nor its silence. Instead, she criticizes the painter for fetishizing the creative
process.fl Murray were to attempt to fAmastero t
essentially, would commit the same mistake. Her poem, in contrast, insists that the artist
must have better sight. The poet in this
wife who is at the service of his model, nor is she the model he depicts. Whereas Koch
portrays himself as detached from the creation, involved in his own introspection, Murray
i's insistently involved in her shppgotesent at
work of art is reflected in her depiction of the exchange of a teacup between wife and
model: suggesting a symphony, the aural combination of instruments to create a
harmonious effect, one which extends beyond the wife, model and poet tadbg s
well.

When we say that the Aparagonal 6 model
operates, we attest to the failure to achieve union or to achieve the condition of the object

of desire. Much like the frustrated affections of courtly love poentisa troubadour
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tradition, the objective of such an encounter is to erase the gap between self and other, in
ot her words to persuade the object of affe
contemporary love poems follow the tradition of courtlyd from the troubadours as it
was begun, and likewise there are other forms of affections and attractions to images and
what they represent today.
Social network analysis, however, also presents opportunities to move beyond the
network of subjectivitieghat Mitchell discusses to consider the ekphrastic poem as
entering into an already egoing discourse. Loizeaux describes the contemporary
ekphrastic situation thusly:
€ ekphrases often carry on exchanges wi
with arthistoiical commentary) as both engage the work of art: a poet
represents the work of art in response, in other words, not just to the work

of art but to other representations of
to those implicit members of the audiencé’)(1

Ego-centric networks of ekphrastic subjectivities are less able to demonstrate the
plurality and diversity of the fAanswerso e
audiences than networks that visualize relationships between discoursesrasdrgan

ekphrastic poem. Another possible way to map the ekphrastic network is to consider the

relationships between the social contexts anevaiges of the genres and discourses

found in an ekphrastic poem. namative,h e cas e
dramatic, and s peec hintgledausimgdwo simultaneopsrarels e nt K
interdependent stories. Narration structu

the space of the museum by shaping the poem as shared walk thr@ugiseum.
Phrases such as #fABut if we |l ook for some r

synthesize the visual perspective of the reader to the visual perspective of the speaker, as
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if both could literally be in the same space at the same time. Nayithien, within the
context of the ekphrastic poem creates a tension between the original usage of first
person narration, in which the reader sees
social and textual situation of the ekphrastic poemwhdiee r eader can actu
poem as it is reproduced on the facing page of the anthology, which acts as a virtual
exhibit presenting selected works from the
access to a representation of the painting, cimadphg the original intent of first person
narratiodt o al i gn the speaker and reader6s two
underscores this tension when she directly addresses the poet/speaker and reader together,
despite our awareness that the seraghd the speaker are not in the same space.

The poem also includes the genre of dramatic poetry, describing the activity
suggested in the painting as if it were an unfolding performance in two parts, the
foreground and the background. The dramatimelds of the poem draw from the

language of art history in the way it positions the poet/speaker, reader, wife, model, and

artist. For example, the reader/ speaker s
wi ndow. 0O Si mi | ar Ityh et haer tei xscthbasn gwei fbee tawnede nt h e
foreground, while the contemplative arti st

dramatic elements similarly calls attention to the disconnect between actual drama and

the painting. The repurposed draim@enre within the ekphrastic situation puts

di scourses of time (AThis is only a pause
new use by amplifying an awareness that th
shared gallery experience optss in a different temporal reality than the dramatic

staging of the painting. The idatgm i s not
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that draws from curatorial or art historical discourses and which subtly connects the

poet/ speakeoaudrso ntaor rtahtel vuen fiocl di ng but still
Kochos wifebds verbal intervention disru

wi fe and model 6s ficeremonyo and the galler

reader. Prosopopoeia, the poelivice in which the poet/speaker endows the inanimate

work of art with speech, is another example of putting one genre to another use.

Prosopopoeia draws from the genre of oral utterance, putting it to new use by creating an

active, vocal presence fordlsilent work of art. Delivered as a direct address to the

poet/ speaker and the reader, Kochos wifeos

the gallery tour and assumptions about the relationship between the foreground drama

(t he #fAcer emwifaandmdded)tand the background drama (the artist in aloof

contemplation). As a doubfyctive presence in the poem, the poet both usurps the

silence of the spatial medium, and at the same time undermines her authority within the

gallery walk narrave. The result is a countgpicing of the image that reshapes

perceptions of authority and agency between speakers. While the narrator has suggested

that the wife is fAout of place and pitiful
assessmentthatsh i s i n need of the poet/ speaker or
ever wished lwasor what | 6ve | ost. o

Model ing fAlnterludeo as a nwitewioth&k bett e

ekphrastic poem than earlier theorizations, because it représentays in which the
poem engenders competitive and sympathetic relationships often at the same time. In
Figure 8, the dramatic, narrative, and spe

network and the edges represent shared discourse withindire geor example, the
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| anguage of museum curation (AThrough the
gallery narrative and the background drama between the artist and his artwork. Similarly,

the poem draws comparisons based on the formal simiaigsveen the features of

Kochos pai nt i fhg Craatioth of Adamrd lee Afinungiationand the

formal , spati al principles of the visual w
use of religious narrati vre:defisEvteu cakneadz ebde nbeya
wi n g 67).(Thelmingling of religion and art historical assessments further create an

edge between the speaker/ poetds narration
background of the painting.

Atthe end ofthepoe, when Kochoés wife directly 1in
poet/ speakerdés gallery tour narrative and
contest between competing binaries (older/younger, wrinkled skin/ smooth skin,
homel y/ Il ovel y) a msunptorssadod iheppwerrelaionghipssirothea s
painting and in the poem. The move is simultaneously altruistic and hegemonic, the two
possibilities Loizeaux describes for prosopopoeia in twentettiury ekphrasis.

Creating a voice for a subjectivityaght i s not the poetds own r oc
the discursive interplay between genres. By endowing the silenced woman with speech,

the poet trades one competitive exchange between images and words for another. For
example, the speaking, activefwe ci rcumscri bes the paintero
by capitalizing on its insularity and asserting that she is the object of his desire, rather

than being the passive recipient of that desire. Similarly, the speaking wife asserts her
superiorityoer t he silent, nude, and bl ack model ;

behaves altruistically, by reshaping the p
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as fApitiful, o Aplump and di mpled, 6 and Ain

deliberaé s peaker, Kochos wife reshapes the for
who deserves our pity. While the artistos
Of fering the cupo the model, by contrast i

ocaupied the same position. What the network model of ekphrasis reveals is that the
multiple ongoing discourses of ekphrasis can be conflicting and simultaneous, resisting
the easy assumption that all ekphrastic poems seek to exert their linguistic, verbal

authority over the silent, rival image.

Poet/

Speaker's
narrative

gallery tour
-

L ™
| Koch's wife's direct
address
(prosopopoeia) to
the poet/speaker
and reader

{/>
Foreground
drama
between the

Background
dramaofthe

5 g artist reflecting
artist's wife upon hiscreation |
and the model |

Figure 8: "Interlude" as a social network of ongoing discourses (edges) between appropriated genre
types (nodes).

Modeling the ekphrastic poem as a dynamic exchange in a networkgofran
discourses allows for the visualization of the internal literary reality of the poem as well
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as its social context, revealing the ways
exist at the same time as the competitive rivalry between theaitgerBy mapping the
discourses and genres the ekphrastic poem draws from, we can gain a better perspective
of the ways in which literary and ndmerary contexts shape the ekphrastic situation, as

well as better account for the diversity of possiblpoases available to the ekphrastic

poet.

In the network graph in Figure 8, the nodes of the network represent the genres
appropriated by fAlnterlude. 0 The edges be
exchanges between the new uses of eachingt@mnce, the gallery narrative provides
| anguage that connects the speaker and rea
dramatizing of the foreground and background regions of the painting. Language of
perspective and pddietmoormn(di Mhins tihe ke tsweaearc
(the Amirrorbés conspiracyo) connect the fo
naming of the painted figures (husband/wife, artist/model). The imagined utterance
further expands the number of edges muetwork by intervening in all three gerdes
correcting Apityo as a way of viewing wife
foreground drama, and usurping the authori

The two Al nterl udeo nearepurpaséullypartelpphds pr es
suggestive. The advantage of using a network model is that networks require an amount
of consistency in terms of how the nodes and edges are defined. In other words, within a
network, the edges need to represent a consigtee of relationship. In the first case,
the network displays relationships based on visual or verbal exchanges between the

subjects introduced in the ekphrastic poem. Anagdric view of the network, the first
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Al nterl udeod net woet/spealenxfgnis@and @egotites velatiorstdps
within the ekphrastic situation. The second network demonstrates an argument for one
way in which the discourses of the poem, participating in and putting to new use the
contexts of other genres, enter iattarger field of language to simultaneously
demonstrate and disrupt the mgkeze and artistic mastery.

Conclusion

The network model of ekphrasis helps to resituate the ekphrastic poem as a
dynamic interplay of literary and néiterary genres that puts the discourses of each to
new use. Insisting upon the contemporary awareness of ekphrasis as participating in
lively, ongoing conversations in literary and social contexts that are often overlooked, the
network model of ekphrasis is wary of conscripting the genre within a tripartite exchange
and encourages the external and i ndatherr nal a
literary and norliterary contexts. Responding to cultural studies approaches to genre
theory, networks provide a means for mapping and explaining how the genre operates.
As graphical and linguistic representations, networks accommodate thé apatia
temporal relationships of the ekphrastic exchange by accommodating thenoadeti
nature of ekphrasis in ways that traditional closadings do not. Through viseagrbal
argument, networks provide an environment that can gesture toward thesaitylof
ekphrastic poems and open the genre up to
voiceso and firesistanceso that exist as pa
contemporary literary scholars find at work there and invites further opytietito
move beyond critical interpretations of ekphrasis as a paragonal contest between rival

arts. Finally, a network model of ekphrasis breaks the binding of the ekphrastic canon by
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inviting into our understanding of its tradition those poems/pbetstave often been
considered as outside or adjacent to dominant models that privilege formal features or the
gendered contest of previous models, as | have mentioned in the introduction.

In the chapters that follow, | suggest approaches to ekphrasespuoasible by
the network model and correspondingly demonstrate relationships between poetry and the
visual art that complicate or avoid positioning the two arts as hostile competitors. In
chapters two and three, | consider the ekphrasis from the pévepeficsingle poems and
their immediate literary and social contexts. In chapters four and five, | explore the
possibilities of viewing the ekphrastic network as a dialogic, dynamic exchange in which
discourses of hundreds and thousands of ekphrasticoawrekphrastic poes
participate. Taking advantage of newly available computational methods to create
groups of discourses within a larger collection of texts, | suggest possible methodologies
for breaking the binding of the ekphrastic canon and expatidéenggadition in such a
way that women are considered an active, engaged, and influential part of it. Throughout
the entire study that follows, however, | place poetry by women at the center of the
discussion in order to demonstrate how a network madskpts a new way to account
for the plurality, sophistication, and range of attitudes women bring to bear on the

ekphrastic situation.
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Chapt epeaking for Object s: Net w

Muel |l er and Eli zabeth Al exander o

We humanize what is going on in the world and in ourselves by speaking
of it, and in the course of speaking of it, we learn to be human.

-Hannah Arendt

The word |ife has in some artistsd mind
despised words, story and anecdatethat all life is gesture and all
gesture can be the basis for story or anecdote, there cannot be the slightest
gesture or mood of nature that does not in a sense create anecdote.
-Edward Hopper

The ekphrastic situation is inherently dramathether projecting the voice of
the silent art object or setting a scene or animating an image as if it were a tableau,
ekphrastic poems invite the metaphors of drama. They stage social relations, invite
theatricality, and present themselves as platgetiseir audience. Conversely, were we to
create an anthology of late nineteenth and early twentieth century dramatic monologues,
many of the poems included would also be ekphrastic, including the most cafonical
Robert Browni ngos i Rghrasticaitsdtion bagspoetics s . 0 The
performance, and the impulse to wear art as a mask and to create its imagined voice spins
a complex web of social relationships between poets, visual artists, images, poetic
speakers, models, and audiences.

In this chapterwe will explore how the ekphrastic poetry of Lisel Mueller and
Elizabeth Alexander deploy personae to expand the ekphrastic situation. Using the poetic

device,prosopopoeid in which the poet creates a voice for a dead, absent, or imaginary

77



perso® Mueller and Alexander resist occupying the visual objects they speak for,
increase the number of nodes within the ekphrastic exchange, and through alternating
detail and abstraction suggest for the reader divergent narrative paths within the network
of the poem.Extending the use of network diagrams to discuss the ekphrastic situation of
each poem, this chapter will also make visual arguments using a range of digital tools;
thus, an underlying consideration throughout will be the best means for crafting visual
evidence about texts that negotiate complex relationships with visual objects themselves.

The term prosopopoeia, derived from the Latin rhetorical use of the term in the
mid-sixteenth century, gestures toward the Greek tegme G ¥ °~ ,aneaniagn U
face/persn. Quintillian used prosopopoeia to describe an argument in which the speaker
assumes the voice and character of another p&tserequently deployed as an exercise
to acquire a more intimate understanding of opposing arguments, prosopopoeia becomes
oneway of making absent voices present in the argument. Perhaps today this use of the
term is most evident in the modern theater of our justice system, as prosecutors often
describe the absent victim of a muraer as
an ekphrastic convention, envoicing the silent presence of the plastic arts has existed as
long as the written word and in much of the critical conversation about ekphrasis,
prosopopoeia is considered the most radical means by which a poet animstidls the
silent work of art with languagd®.

Speakingn place ofor for another, in this case visual art, can be a questionable

ethical move. By occupying the physical space of the plastic work of art, the poet

5 nrosopopoeia, n.". OED Online. September 2@tford University Press. 19 November 2011
<http://www.oed.com/view/Entry/153015?redirectedFrom=prosopopoeia

1 One might take as an example the poem by Posidippus to bgsipporded in the Greek Anthology
(16.275), with which John Hollander begihh e G a z e Bek also Siedley, Jane.
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achieves a physical presence as well agliléy to animate the still object through
speech. As Elizabeth Loizeaux describe$wentieth Century Poetry and the Visual
Arts:
Twentiethcentury prosopopoeia in ekphrasis participates in the
development of the dramatic monologues of Browning amhy&on into
the masks and personae of Yeats, Pound and Eliot and the postmodern
concept of the poetic self as multiple and staged. In ekphrastic
prosopopoeia, the speaking voice is not only objectified, but also
embodied (in the image), making a doubletar in the world outside the
poet. (24)
While the initial act of putting on®b6s sel
an attempt to feel with someone or something else from their persgeetidelicate
balance exists between imagining spesett bending the object to the will of the

speaker. In other words, by adopting the persona of a work of art the poet negotiates a

matrix of ethical balances between empathy and impersonation. Within the critical

tradition of ekphrasis, prosopopoeiafregut | y si gnposts moments i
hope of assimilation with the art object,
Ot her, 0 has turned toward fear. James Hef

links speakindor objects as a formfaesistance:

We do well to remember the root meaning
Atelling in full .o To recall this root
representational friction and the turning of fixed forms into narrative,

ekphrasis entailsrpsopopoeia, or the rhetorical technique of envoicing a

silent object. Ekphrasis speaks not aaityputworks of art but alsto and

for them. In so doing, it stag&swithin the theater of language itsélf

revolution of the image against the word, andipalarly the word of

Lessing, who decreed that the duty of pictures was to be silent and

beautiful (like a woman), leaving expression to poetry. In talking back to

and looking back at the male viewer, the images envoiced by ekphrasis

challenge at once ¢hcontrolling authority of the male gaze and the power

of the male word. (Heffernan'B, emphasis mine)
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He f f er n & thét prosppopoeiatallows the artwork to speak out against the
aut hority of t ha&maamemheséssa bitmhan be copesathat iwloan
the object says is determined by another authoritative gaze, one which belongs to the
poet . While it is true that the ability
stage, 0 t o ¢resertiheaterenetaphoe, thatomeemains a form of
ventriloqy. Loizeaux describes prosopopeia, therefore, as dedgesh poised either
to act altruistically toward the i mage, as
coll apse the aesthetic dilemashhegemdniedafween t h
moveso (24).

Unsurprisingly, then, personae and prosopopeia offer a wellspring of
opportunities for poets to explore the ethical complexities of ekphrastic speech. In the
2009 collecton n t he Fr ame: Womeno6s iaropMooratet i ¢ Poet
Susan Wheelefour essays examine the use of prosopopoeia as a device female poets use
to speak against the controlling powers of a male gaze. For example, Loizeaux and Karl
Kirchwey read Effieds voice asubv&siveand nne RIi
feminist retort to tropes in Western art.
Fischer reveals Kathleen Frasierods fimesost
actress depi ctvisslaiLanattiiedCygaiernadado@ ¥ 3),Gand in
AJorie Graham Looking, 0 Wi | lparsodspénkersagye | man
invading the space of the canvas as in fASa
two-dimensionality (188). More explicitly for Loizeauxjrkhwey, and Fischer than for

Spiegel man, prosopopoeia can be a feminist
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inscriptions of masculine desiredo that Gri
of Avoyeuristico and Afetishistico male ga
The poemdby Lisel Mueller and Elizabeth Alexander in this chapter demonstrate
the poetso6 awa-edgedeaause ofopfosopopoeia. dloeu thbices as poets
in the creation of a speaker indicate an opening up of the poetic and visual network.
Whilebothpoet s critique the male/scientific ga:
deconstruction and reductidrher silencing the particular feminist strategies used by
these two poets expand the number of nodes (actors) in the ekphrastic exchange while
resisting tle formation of a new female subject available for renewed fetishizing. By
opening the network of sight and sound, past and present, literary and social contexts, the
poet challenges the painter/creator and introduces fresh narrative potential. Few might
recognize the influence of poets such as Mueller, Alexander on more recent ekphrasis of
poets such as Laura Moriarty in her bdekgth poenNude Memoirhowever, Mueller
and Al exandsetradage woorkk plrieke Mori artyds, whi
sight and language to imagine a self in which public art and private history are intricately
woven.
Furthermore, this chapter offers experiments in using computational tools to make
vi sual arguments about each prooetndithe poeti c
ekphrastic poem is a network of relationsh
to both social network analysis and ekphrastic poetry. In social network analysis, the
terms fAactoro and Anodeo arhechaptkeeldilluset er c ha
the term fAactoro when the purpose is to po

addition to its graphical representation. The shape of the network visualizations in this
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chapter is determined through the internal pressurédedéhguage of the poem and the

external pressures of its textual condition. In the Mueller section, network visualizations

N
5

are simple illustrations that tea¥m out
other words, the handrawn networks creatl in conjunction with close readings

visualize the formation of a hermeneutic strategy, one that reads poems as networks and
imagines what might constitute its nodes and edges. They are exploratory in nature and
suggestive of future work that could benédo formalize such an approach. However,

my readings of the poems extend beyond social network analysis by combining it with
traditional literary critical methods, such as archival research, and interpretation of
primary source materials to place theeimal literary context of the poem in conversation
with the external soci al contexts of the p
chapter, | consider EIlizabeth Al exanderos
combination of 0 tve digtdl methodolagles Lilehd first malhod v a t
the chapter, fAtraditional o forms of I|itera
and primary and secondary source research, prompt arguments about the way the poem is
effected by and participatesn t he poet s own historical mo
a set of tools called tHeiscourse Network AnalyséDNA) andNetDrawto encode and

then visualize speakersd relationship to t
arguments, | extenehy introductory assertion that we might use the technologies and

tools available to us to reconsider ekphrastic relationships, anticipating that in the future

we might use these readings as a theoretical grounding for building more appropriate

Y'n the introduction, fAedgeod is defined as the grap
shared between two nodes.
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toolsthat an craft Abeauti f ul evidence. 0 Howev
visual arguments about the complexity and density of contemporary ekphrastic poetry

that would be lost if we were to assume that all canonical ekphrasis is essentially
comprised ba poet gazing upon an object and representing that experience to his reader.
Thus, computational interventions must be conjoined with theor@taradl canonical

re-visioning.

The use of social network analysis in literary studies is a relatively new but
increasingly popular methodology in the field of digital humanities; however, most
humanitiesbased research projects that use social network analysis map relationships
bet ween communities of authors, either as
institutional affiliations. Other social network studies consider networks of
correspondence exchange between authors, editors, and critics. Similarly, social network
analysis has been used to magappearances between literary figures in novels and
plays, tarting which characters share the stage or the narrative moment over the course
of the text / performance. However, the explorations of social network analysis in this
chapter and the one that follows represents a shift in thinking about network theory a
representing stable human subjectivities,
and fAedge. 0 Since nodes can represent any

else, social network analysis has been in the fields of social saefoceation science,
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and medical science useful ways to graphically represent relationships between ideas,
concepts, events, imagined communities, and biologicaldata.

Conversations with Artists

Despite winning a Pulitzgurize a National Book Award, tHeamont Prize, and
the Carl Sandburg Prize, Lisel Muel |l erds o
within the landscape of contemporary poetry. Few articles exist about her work that do
not either restrict her scope to Midwestern regional poet or mairhelr success as a
woman and German immigrant who was 15 when she began to learn to read and write in
Engl i sh. However, Muell erds poetry expands
landscape in poems that plumb the interior life and articulate itsinggn with an
outside and often complex historical, political, and aesthetic community.

Her engagement with the visual often turns her toward adopting personae and
speaking/writing from the position of what she sees. Most often, she adopts the role of
the woman in paintings a choice she sees not as a form of overt feminism, but as an
identification with or recognition of known experience upon which she builds. When
asked in an interview, published in a collection of other interviews withquogessonal
poets, about how being a woman and a poet shaped her writing, Mueller responds:

| naturally write in a feminine voice, and the experience | know best has

to do with being a woman. When | write a dramatic monologue, which |
do frequently, | assumeehvoice of a woman more often than that of a

man . Ot her than that, |l 6m not really <c
as opposed to being a poet who happens to be a woman. . . .. | like to
assume someone el seds voice. to When | wa

be an actress. Maybe it stems from that, that possibility of being in

'8 The rapid development of social media has emboldened social science research, as programs such as
Twitter, Flickr, Facebook, and YouTube create large, evolving sets of social science. Social network
graphs of Twitter data extends far beyond user to e$ationships to the social distribution of a word or a
concept expressed in the form of a fAhashtago (eg. #
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someone el sebdbs shoes and i magining how
to be constantly writing about myself. There are so many other more

interesting people in the world, oave been. At the same time, | have the

satisfaction of taking the liberty of trying to be that other person and

imagining how | would feel had | been that person. So there is a double

satisfaction in being someone else and still being myself. (Conwersati

71)
Prosopopoeia, then;saafifsdodradst i Mwunl,l0e rt oa tfadkoeu d
occupy fAsomeone el seds shoeso and to i magi

|l iberties with Simone de Beauvoior Mal & egume
recollects: Aln | anguage, | transcend my p
language are the primary means by which we order and organize our environment. To
write what we see and to wri therwhatn ilsanmata
is the most ethical way to transcend the boundaries of selfhood without becoming its
possessor or | osing onebds self. Adopting
for the figures whose visual presence becomes an empathetis foearchange and for
t he production of knowledge about othernes
Village of Mermaidso to AThe Artistds Mode
Operationo to AA Nude by Edwar dlisdmpper, 0 M
artists in an at dieotetwortdspto usd lenguage witrdnscénd t h e m
personal experience.

Titles such as fnAft AfterV&imees trl ew eda la nMu dilTlhe
awareness that her poems take up a discourse with artistsawb@lready commented
on the world'® In particular, her firsperson ekphrasis increases the number of actors in

the network of the poem in order to transc

19See Loizeaux, 5
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those of the reader and painter. Intervening irdieeourse between poet and painter,

painter and viewer, she extends the interaction between the internal actors of the poem
outward toward an external network of friends, readers, viewers, and gy,

inviting them into the private discourse thaingplied, ongoing, and unspoken in works

of visual art. Through prosopopoeia i n i
Model, ca. 19120 Mueller connects a commun
through an embodied act of-discovery from insidand outside the frame. Her

speakers guide readers through networks of sight and speech, opening dialogues between
the reader/ speaker and the paintingds soci
specificity and archetype with allusion and absttacti t 0 encour aging r eaf

viewing and reshaping of potential narrative outcomes.

Starting Fires in Vacant Rooms

Il n her 1992 poem AAmerican Literature, O

storytellers / move into the vacancies /| E
writersd compul sion to fAisettle down in bl a
thathbereft interiors [/ is just what theyobve

unexplained presence of Al umpy beds, 06 Abir
Apredilection [/ for starting fires in empt
introduction toThe Poetry of Solitude: A Tribute to Edward Hoppen at Hopper 6s
paintings tease writers and poets into conversation, and his art is and has been frequently
characterized as poetic. Unlike his contemporaries who were drawn to abstract

express oni sm and | ater action painting, Edwar

encouraged, and even left absences for the mind of the poet to enter into the visual field
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and to activate it. In fact, in her biography of Hopper, Gail Levin describes how Hopper
would have poems by Goethe, Verlaine, or Robert Frost in his mind as he painted.
Recounting conversations she had with poets while assembling the volume, she
remembers William Carpentero6s suggestion t
incompleteness (i failure!) in the image that demands completion in the other

me d i tP 8he goes on to write:

The fipoetic insighto in Hopperdds wor k h

himselfapoet!Robert Coates in 1948 would writ.:

and mome n¥andAs reexsasn,déeer El i ot evoked in 19

Aideeply poet i c? ShodwafteoMardst Stuart Reestonl d . o

was to expand on the analogy, citing Ho

point of viewd and cocf®Paring him to Rob
Inthesasne i ntroducti on, Levin proposes that Mu
Hoppero after visiting Hopperoés |l ast retro

Chicago (AIC) in 1964. First published Roetryin 1967, just months after Edward
Hopper 6d dedtyh aarf ew before Josephine Nivis
Hopper 06 was i n cThePdvatd Lif§1876)Mndeepublshed again in her
Pulitzerprize winning volumelive Together: New & Selected Poe{h896).

When Gai l Levin includedThHeRoetWwfde by Edw
Solitudes he pl aced the poem besi déirl@aShayvo!l or pr it
1941. Though never explicitly stated in the introduction or the footnotes that the pairings

of poems @ paintings in the volume were a result of direct influence, the publicity

2 William Carpenter to Gail Levin, letter of February 14, 1995.

ZHor ace Gregory, ThaNeW®epabliay Deddrobpri® £19330132.

Robert Coates, fAThe Art Gal |l er ThebewY&ktdaauargl7Hopper a
1948, 56.

Bl Al exander EI i oTinjeMayBG @955 72f or Gol d, o

#“Stuart Preston, fATAeNew YolNimasiDdcember 164 100pIS.r , o
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| anguage on the dust jacket does make the
and introduced by Gail Levin, combines for the first time classic pictures by Edward
Hopperand t he poems they inspired. o However,
poems AA Nude by Edward Hopper o and AAmer i
result of editorial decisions rather than inspiration.

At first read,Girlie Show,H o p p e ovacativepainting of a striptease, appears

as |i kely a candidate as any other to have
investigation, reading the poem as strict/l
mi srepresents t he npfloretonléasn more abqut tleexcannegtion I n a
betweerGirlie Showmand AA Nude by Edward Hopper, o | c

of the Art Institute of Chicago (AIC) and discovered tBalie Showhas never been on
display there. Furthermore, no rep8aat the painting were ever reproduced in the
literature (publicity materials, exhibition catalogue, newspaper articles) surrounding the
show®”Levinds explicit assertion that Mueller
before writing HOAh pNeude anyd BEdcwaridnpl i ci t ar g
painting to which she respondsG#lie Showcannot both be trueHowever, in their
1980 anthologyn Her Own Image: Women Working in the AE&ine Hedges and
Il ngrid Wendt 0s c owote the moenaaftes het 1865 visit M ihe AIC e r
Hopper retrospective.
Lisel Muel |l erds poems have been describ
of self, the mysteries of intimacy, gr o
celebration of personal growth and autonoray be seen in the

accompanying poem, which was written after visiting and exhibit of the
work of the American painter Edward Hopper at the Chicago Art Institute

% Marie Kroeger, email, November 3, 2011
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in the |l ate 1960s. The poet contrasts t
woman wi t h séxpedence pféea éwe body. (175)

Arthur Miller, curator and librarian for special collections at Lake Forest College, where

Muell erds papers and | ibrary reside, could
her archive, and based on Lake Fofest| | ege6s el ectronic catalo
appears neither Muellerb6s early drafts of

survive®® ' n turn, Art Miller suggested | contac

poet in her own right seching at McKendree University in Lebanon, lllinois. In the
course of our conversation, Jenny Mueller
poem refers to, but somehow | doubt@islie Show I've always found the juxtaposition
of "Nude" andGirlie Shown the Levinedited anthologyrhe Poetry of Solituda little
of f. o Li sel Muel |l er, herself, now past ni
with more specificity which particular image inspired her writing of the poem, and yet
she douls herself thaGirlie Showwas it.

Whil e the answer to which specific Hopp
seems unlikely to be fully resolved, perhaps that is the point. Closer examination of the
| anguage of the poem dcetosushsparticaldrity.sTheMiooed | er 0
of an indefinite article (AA Nudeod) purpos
specific work, and while many of the physical markers Mueller offers seem familiar
within the corpus of lldfithgnpvehin@ single paintimngisnotg s, f
possible. Consider for a moment that nine other famous Hopper nudes®Gielstde

Showmight be candidates as weitanding Nud€19024); Summer Interio(1909);

®According to the Lake Forest College Libraryoés spe
husband Paul owned a book of Hopper paintings, but this was published aftédotheépoat i on of Muel
poem.
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Painter and Mode(19024); Standing Female Nudeith Painter in Backgroun 902
1904);Nude Crawling into Be9035); Evening Windq1921);East Side Interior
(1922);Eleven A.M(1926);Morning in a City(1944);A Woman in the Su@961).

I n the poem, Muel l er adopts the persona
and negotiates the poetds knowledge as a |
starkly represented presence of Hopperds ¢

AA Nude by Edward Hoppero
For Margaret Gal

The light drains me of what | might be,
a mands dream

of heat and softness;

or a painteros

T breasts cozy pigeons,

arms gently curved

by a temperate noon.

 am

blue veins, a scar,

a patch of lavender cells,

used thighs and shoulders;

my calves

are as scant as my cheeks,

my hips wondét pl ump
small, shimmering pillows:

but this body

is home, my childhood

is buried here, my sleep
rises and sets inside,
desire

crested and wore itself thin
between these bonks

| live here.

Doubtless the Abereft interior[s]o in Hopp

want to Astart f i r e s 0GiilienShawlaleofithe nud¥¥ilisted t he e
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above are depicted from an intimate and privileged vantage point insidezltbtel

room or a bedroom or a studio, and they de
ongoing, contemporary discourse about wome
from Europe and following his marriage to Jo Nivison, Hopper continually seebes t

working through the push and pull of Victorian social mores, a change in marital

expectations, and revisions of what female sexuality could and should be. In his early
paintings and drawings of nude women in both conventional and less conventsesl po

the womendés faces are often covered, erasi
Summer Interio(1909),Nude Crawling into Be@9035), Evening Wind1922), and

ElevenAM( 1926) . However in | ater paintings,
more assertive, participatory, and possibly even more dangeroulsiamimng in a City

(1944),Girlie Show(1941), andNVoman in the Suf1961).

As Vivien Green Fryd explains in, AEdwa
Sil ent Par t n atorsldp betiveen Jmand Edivaxrd Hopper, their personality
differences, and their ambitions created a complicated web of power relations in the
devel opment of Hopperods art. While Jo res
that she set aside heopessional ambitions as an artist in order to take charge of
domestic tasks and support of his artistic endeavors, Hopper perceived that Jo exerted
control over him through sexual manipulation, harping and acerbic conversation, and
refusal to participatenithe household econo@dyparticularly by feeding him and
satisfying his sexual need. As Fryd and L

point to his bitter dissatisfaction that Jo used domestic and sexual denial to assert her
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authority?” Frydsuggests that the Hopperods art refl ec
Acompani onship marriageo which came to pro
Afachieved unity O0through such interpersona
sympatheticunderstad i ng, and the comradeship of 1its
rejected the former patriarchal and procreative model, and encouraged male and female
sexuality and mutual sexual gratification, and the increased independence of women both
inside and outsidnte home o ( 60) . Further mor e, Fryd
women (clothed and nude) are working out the shifting power relations between female

model and male painter, wife and husband, New Woman and modern man. Pointing to
JoO0s insistemeehdemahusthandes only female ma
construction of Hopperdos female characters
recording the evolution of each of her hus

isasilentbutactvpr esence i n Hoppero6s wor k.

’See Fryd, pages @ f or copi es o MeaHong(poas5),Staxus QuaIo32pThen s |
Sacrament of Sgga. 1935)Non-Anger Man, PreAnger Womarfca. 1935).
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Figure 9: Morning in a City, Edward Hopper (1944)

93




Figure 11 Eleven A.M, Edward Hopper (1926)

Figure 12: Girlie Show, Edward Hopper (1941)
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Mueller, had she not already known, would likely have learned at the 1964 exhibit
that after marrying Edward, Jo insisted she be his only female ffodiedined as an
actress in the W&hington Square Players, Jo Hopper collaborated with her husband,
altering herself as she modeled for him an
memorable characters: a nude woman looking out her winBtavén A.M.1926), a
seated figure at the autat(Automat 1927), an usher at the cinenNe(v York Movig
1939), a stripper on stag@iflie Show,1941), and a patron at a dindlighthawks
1942) . I n her journals, Jo recollects wit
excited. He has merstched out in back with not a stitchop| ayi ng dead. 0 D
herself as a collaborator in the process of staging the women she represented, Jo Hopper

often encouraged her husband to imagine names, personalities, and stories for the figures

hepam ed, figures they fantasized and even g
y e t éWoad 6).
Muel l er enters the body of the nude in

her from the inside out toward the surface of the paint, the way one ewjggatt an actor

to Aget into character. 0 The descriptive
physical markers of the woman in paint bec
paintings. Her veins, scar, bruise, thin calves and hips, offiraas for Mueller to slip

into the skin of the woman, and what she finds there is familiar. Rising and setting,

cresting and waning, her desire follows the shape of her body and thins. The shorter lines

(Iam, my calves, desire, thin, | live here) forreemse of self that exists inside the

% loyd Goodrich, the curator responsible for the 1964 exhibition, included in the text of the exhibition
catalog an explanation of Jods insistence that she
well as a copy of two pages .
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| onger, physically descriptive |Iines and b
bright | ight, which in the first stanza fid
sun.
If Mueller is talking about onparticular painting, the most likely candidateiis
Woman in the Suf1961) Figure9]. Displayed at the AIC exhibition Mueller attended
and also reproduced in the 1964 gallery catalogu&oman in the Suis one of
Hoppero6s | ast oil paintings. 't figures a
sparse, blue/green roomThe woman is lean, muscular, and angular. Her long auburn
hair falls just past her shoulders. Her right arm is gently beit¢ wihe holds a cigarette
bet ween her fingers. Al t hough she is stan
both breasts can be seen with dark red nipples, and the brightonigng sun filtering
in through the large window outside of the canvastste right, appears to gradually
making its way up her body. She has a dark patch of skin, possibly a scar on her right
thigh. The light is long and bright and also reflected on the dunes just outside the
window in the rear of the painting, but thegnof the sun is such that it does not yet hit
her face. The only other objects in the room are amade bed, blublack high heels
promiscuously deposited underneath, a painting on the wall facing the woman, and the
corner of a painting just over tlhed. There are also drapes on the window, and it is
possible that the window to the right is open, as the curtain seems to be blowing into the
room just slightly. Clearly, though, no one lives in this room. Uriikening Wincbr

Morning in a City*’thet r aces of the womanés | ife canno

®MorninginaCityhas been reproduced here, as it is also a
too, was exhibited in 1968 at AIC and was reproduced in the catalogue.
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room. In bothMorning in a CityandA Woman in the Suthe unyielding morning light
contrasts the nude figureds more worn appe
Ayoungo day iamidlifet he wo man

I n Hopperdéds notebooks, Jo and Edward ke
paintings that were commissioned, purchased, and exhibited. Jo kept meticulous detail
of the materials used, agreements with buyers, and an ongoing back and forth bante
between she and her husband about the characters, lighting, setting, and development of
the painting. The entry fax Woman in the Suthemonstrates this quite well. Jo points to
the specific angle of the sun as it makes its way up the skin of the wbaotdras not yet
reached her face. She likens the lighting of the scene to similar lighting that she and her
husband had seen in the pRaary of Anne Frank Finally, both she at the bottom of the
notebook and Edward at the top (the hand changeshisopeeferred naming and titling
of the painti YT hefiAitWianpolrasnmpeodt of the fi
sparse interior of the room. She is wise, because she is empty. Sex for her is not
intimacy. Unlike other portions of the noteboskere Jo indicates her agreement with
her husband, she holds him at a distance i

her, O6a wise Trampé! o

¥I'n Figure 6, Jobds handwriting ap pptwaritng; havevertahe bott o
the top, the second title is printed in all capital lefieasmore typical hand for Edward Hopper, who
sometimes signed his work this way.
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Figure 13: Artist Notebook 3 "A Woman in the Sun"*

Though Mueller would liky not have had an awareness of this particular

notebook entry, other entries from earlier notebooks Jo kept were reproduced in the 1964

exhi bi

t

on gui de. 't os dif fi

as the AIC archives divisib does not i nclude

whether abou Morning in the Cityor A Woman in the Suinserts itself into the
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ongoing discourse of female sexuadity discourse that gets played out between Hopper
and his wife in the noteloks.

Muel | erbewewvwercei,s not Jods. Jo, who sec
characterization of Hopperdéds women as femm
women in his paintings much more harshly.
Hopper s with a méthenudesyaremat allhvieotes ar trampsc t ur e
Mueller enters the female conversation of what the New Wondanas all sex, but
homes where childhood, sleep, and desire live beneath the skin. Perhaps not
coincidentally, the poemywEkdwhrdpphepperopp
Private Lifei s Al n Prai se of Surfaceso in which t
|l ook at the visible,b6 says the Talmudo par
Awords too are sur f acheslippagessgaespaadd or s hake
inadequacies of paint and words are the spaces where depth, connection, and knowledge
of otherness can be collected. In the final lines, love is expressed as collection:

No skin diver, |

Could never reach bottom;

Rock by wet rok,

Piecemeal,

| collect you.
Similarly, AA Nude by Edward Hoppero is ab
of self to reconstruct the interior that must exist somewhere beneath the surface. Entering
through the paint to imagine a self withiatbry and a humanity, Mueller comes into

conversation with Jo and Edward Hopper, as if to remind them that the nude woman is

not all sex.
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Though there does seem to be fia nudeodo a
indeterminacy of precisely which one infies a new understanding of the poem. Mueller
seems to concentrate on a single image, but in doing so, her awareness of his other nudes
(perhaps all gathered together in one room of the gallery), creates implicit connections to
and traces of others. Inmgy of Hopper 6s n ueksgpeartotbeat f e mal
home. East Side Interigr or per haps one of the painting
but rather a woman in a nightgown suchivasning Sunor Summer in the Cit{1941)
seem likeliercandiat es f or phrases such as fAdbreasts
Balancing detail and abstraction, Mueller not only intervenes in the conversations
between the Hoppers, but she also expands the field of vision, placing multiple Hopper
paintings inb conversation among themselves, much the way an exhibition does in a
retrospective show alwhwt ddn vaerst ihetr@® ¢acr @l
much the same way that Hopperds work is so
attitudes twvard modern life, we also recognize Hopper not just from looking at any

single work but by seeing that work in conversation with others like it.
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Speaker
Hopper's
corpus

Edward Hopper

Jo Hopper

Figure 14: A social network graph of the exchanges suggested by the explicit vis@ald verbal
engagements in Muellerdés poem. Nodes represent the
Afspeaker, 0 and fAartworko by demonstrating how there
poet which are independent from the painting itself. Likevise the speaker in the poem is neither the
painting nor a representation of the poet, but is a
represent actual Hopper paintings that inform the imagined whole of The Nude, to which Mueller

refers, that is represented by the central node in the cluster.

Through her use of abstraction and detail, Mueller expands the ekphrastic
situation to include multiple actors in the visual network of the pdéigure14
represents how through prosopopoei a, Muel |
creating a voice that is neither her own, nor the actual voice of a specific work of art.
The social network ifrigurel4visualz es t he way Muell er6s poem
of nodes in the ekphrastic situation. The speaker, whose presence stands apart from a
specific painting, also describes a painting that draws from tropes and familiarities with
other Hopper nudes. Asthegsub ct of t he poem, the Anudeo t
as a sulmetwork exchange between features of several possible paintings. The voice of

the poembébs speaker shares an edge with the
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formed from the synthesid oonstituent nodes the actual Hopper paintings themselves.
The poet and the speaker are separate nodes that share an edge because the speaker in the
poem is both drawn from the collective nude images and at the same time her voice is

provided by the poetMueller uses her visual exchange with the nude/s to create the

voice of the speaker, which is further inf
connection to the | arger audience and hi st
words, the edge shate bet ween Muel |l er and Hoppero6s <cor

engagement with Hopperdés work at the retro
Muel |l erds relationship to Edward Hopper is
painter and his corpus arecassible to the poet through the painting. The only edge Jo

Hopper shares directly to the network is through her husband, the painter, who after 1926
used his wife as a model for all of his paintings of women; therefore, her access to the
network is mediged by Edward Hopper. Tracing a path along the edges of the network
from the speaker through the particular, c
voice into the ongoing discourse between Edward and Jo Hopper. Mueller enjoys a
doublesatisfact on i n AA Nude by Edward Hoppero tha
perspective without fAbeingo Jo, and from s
to which Hopper subjects his female nudes. Even as a the simplest mapping of nodes, the

ekphrastt situation proves to be much broader than speaker, painting, and reader.
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Painting

Figurel5> A Networ k Diagram of Mitchell s Ekphrastic Tr
Networks of Readers

By dedicating AA Nude btyne fEahdMargalte Hopper 0
Gaul, Mueller turns the poem into a continuing conversation between friends about the
evolution of womanhood. Lisel and Margaret met at Evansville College (now University
of Evansville) in the early 1940s as students and remained friends throughbubLsse
courtship by and marriage to Paul Mueller. With the dedication, the poem becomes an
intimate conversation between women who have lived and witnessed nearly 25 years of
each otherdés |ives and who | ookingmayt t he
see familiarity in the figureds physical [
push against her emptineds.

Using prosopopoeia to enter empathetically into the conversation between
husband and wife, painter and model, she also extersdsahversation outward to a
broader readership and viewership, making it an act of female recognition. The poem is
not just, Al | i v éthéireoded the poat, and henféénd i ve her eo
community of women and artists. Returning to the netwonlatdre of ekphrasis, we

can see how the Aekphrastic triangleodo redu

32 Email from Jenny Mueller to the author dated 11/8/2011.
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negotiations. To see AA Nude by Edward Ho
a singular, reading audience reduces the poem to the lewshoéw voice speaking out
and publicly chastising her maker for what he has done; however, by increasing the
number of actors in the network such that it begins to gesture toward the multiple
discourses in which the poem participates, we begin to seedwovter voices and
resistances subtly reshape the poem.

Margaret and Edward Gaul remained friends with Lisel Mueller and her husband
throughout their lived a friendship based on mutual interests in culture and th&ars.
AA Nude by Edwkeradsurhes pfandliarily withuher friend about
Hopperds nudes, his | arger body of work, a
however, returning to the indefinite artiec
painting in question, which in o opens the network of sight and language up to her
friend, who may also have seen the same exhibit. Further, the openness of the visual

net work embraces a wider array of readers

imaginative space is invitedt ent er Muel |l er 6s gall ery of Hc
choice and indeterminacy, Muel l er refuses
Duchess, 0 by offering access, choice, and

her the voices of waoen in other Hopper paintingsin other words, to see in
conversation as well as to speak.

The graph irFigurel5is an extension of the networkkigure14 that includes
the edgs audiences share with the network. There are three new nodes added to the

network: Margaret Gaul, the reader, and the gallery visitor. Margaret Gaul shares an

33 Email correspondence. 11/13/2011.
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edge with Mueller as the person to whom the poem is dedicated. Since Gaul and Mueller

are lkely to have attended the Hopper retrospective at AIC together, she also shares
edges with Edward Hopper, the nude, Hopper
edge between Gaul and Edward Hopper represents the likelihood that Mueller assumes

her friend s awareness of the artistos | ife and
Hopperds corpus represents the same coll ec
based on a retrospective exhibition of the his work. By dedicating the poem to Gaul,

Mueller creates additional edges between Gaul and the speaker and Gaul and the

composite nude. In addition to Gaul, the speaker directly addresses the general reader.

The general reader would not share an edge with Margaret Gaul, because the identity of

the women to whom Mueller dedicated the poem was not widely known. However, the
reader wi || probably have some familiarity
well as come to know the speaker and the nude in the painting through the poet, but also
possiblythrough outside exposure. To write about Hopper is to write about one of the
United Statesd most celebrated painters.

edges, because the relationships between them are negotiated through their reading of the

poem. This implicit, external network is chartedrigure 15 with nondirectional lines.
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Margaret Gaul

Gallery
visitor

Figure 16: A social network graph of the speakers, artists and readers. The three readentyesences
in the network share no direct edges, even though they are part of the same network.

Networked Histories

In her next volume of poetrfihe Need to Hold StjIMueller would return much
more explicitly to the use of a collective voice to speaknfthe splintered physical self
of the female model in AThe Artistdés Model
a murder victim might narrate her own demi
came apa@t . 0 Quickl vy, we ddnstasingdar MmehRiviere,tblt e s p e
a composite voice of women models during the artistic developments from #i&atid
through, perhaps, abstract expressionism. Enhancing the element of mystery, the speaker
metamorphoses as she weaves her personatimarfrom a portrait by Ingres through
pointillism, cubism, and abstract art. | n

traces herself through the I ines of Alfred
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diagram pictured iffigurel7>* Barr 6 s ti mel i ne graph, which
the 1936 exhibition guide to t CabistMandeum of
AbstractArti s a wor k of art i n it sorganvked netwig ht . B
diagram creates an argument about the influences and causes for artistic movements in
Europe and the United States. Asaglvertisement, catalogue cover, gallery guide, and

an work of art for the exhibitimtmiargBear r 6s
for a particular understanding of modern art. The network encourages viewers to assign
imagery to the verbal terms on the chart as a way to actively participate in the recreation

of twentiethc ent ury fAi smso. Mu e ze$ seah asetwprio e m, how
through the voice of the women whose bodies and selves were erased, diminished,

fractured, and reassembled in service of t

34 See Edward TuftBeautiful Evidence
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1890 Gouguin d. 1903 Fromence, Seurat d.1g91 1890

SYNTHEISM NEO-IMPRESSIONISM

JAPANESE PRINTS
1888 Poat-Aven, Poris
1886 Poris

1895
Poris 5
Poris
N 4.1910
1900

1905

CUBISM

190608 Poris.

1910 [ABSTRACT) FUTURISM 1910
EXPRESSIONIS 1910 Milon
91 Munich
s CONSTRUCTIVISM
1915 Mowow 1915
S
1920 1920
[ABSTRACT)
1925 SURREALISM 1975
GEE e ARCHITECTURE
1930 1930
1935 NON-GEOMETRICAL ABSTRACT ART GEOMETRICAL ABSTRACT ART .

CUBISM AND ABSTRACT ART

Figurel7z Al fred H. Barr, Jr fACubism and Abstr a

Reading AiThe Artistdés Model, ca. 19120
archetypes and implied masterworks from the earfytti@ugh the mieR0" centuries.

By articulating the deformation of the fem
together familiar icons in modernist art, alluding to specific paintings while at the same

time remaining purposefully vague in order to remain inclusive. Identifying George

S e u r AaSur@ay Afternoon on the Island of La Grande JA®86) as the most like

moment of departure, Mueller accuses pointillism as the radical moment of disjuncture

bet ween the fAportraitureo of Ingres and mo

Ma n elLe @éguner sur I'herbgl863), in which the painter used a combination of
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model s to create an fdAunbroken invitation, 0

physical presence fAsplintered into thousan
smithereens. 0 Narrating her own redistrib
Seuratos pointillism to cubism (perhaps Pi
abstract expressionism ( Whie Nwm@l6y). Thet Wil | e

speaker creates a record for what will become her erasure and physical absence.
The Artisb s Model , cC a. 1912
In 1886 | came apait

| who had been Mme. Riviere,
whole under flowing silk,

had sat on the grass, naked,
my body an unbroken invitatién

splintered into thousands

of particles, a bright rock
blasted to smithereens;

even my orangskirt dissolved
into drops that were not orange.

Now they are stacking me | ike a chil
red and blue building blocks,

splitting me down the middle,

blackening half my face;

They tell me the world has changed,
havendét | heard, and give me
at hird eye, a roosterods beak.

| ask for my singular name
back, but they say in the future
only my parts will be known,

a gigantic pair of lips,

a nipple, slick as candy,

and even those will disappear,
white on white or black on black,
and you willlook for me
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in the air, in the absence of figure,
in space inside your head,
where | started, your own work of art.

The network of this poem is shaped diff
Hopper; 0 rather than cr eatthepapmaparratesaselobr k of
by creating paths between artistic movements. Voice takes the place of the vanishing
subject as she is disassembled through visual craft. Using empathetic strategies, the
speaker uses Vvoice t o rspaad insdeyouilhedde/ wheked enc e
started. 0 Taking a much more confrontatio
are not the same, the speaker uses the rea
actualize a physical presence that, thouglesy@ral, has been narrated back into
presence. By Il oosely narrating the reader
leads the reader to draw associations between them, but the narrated self is contingent
upon the imaginative and associative memdrye reader.

InFigurel8, | have created a differently sha
the reader are on opposing sides of the visual works of art. The text of the poem creates
sequentially and chronologibtaorganized edges between the speaker and viewer and
represent each collaborative imagining of representative works of art formed through
textual allusion to recognizable features
active visualization of speatf works that fit the textual features the text suggests.
Because Muell erb6s poem i s suggestive of sp
individual paintings, the nature of the network graph is fundamentally different from
B a r r Egareli7.nBoth are present text that demands active visualization on the part of

the reader/ viewer ; however, where Barr o6s i
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modern art, Muel |l er 6s cr esaieeccreationpfthay f ul | vy
treatment of the female form in modern painting. Rather than presenting the images as
Anodes, 06 this graph uses the i mages as a m
the text provokes and to illustrate the vertical, cbfogical direction in which the

speaker performs herownerasu pr ocess i n which the reade
complicit. This network diagram includes only representative samples of the tropes

Mueller alludes to in order to create the effect ofgbem. Perhaps, given the date of

1912, Duwade Bengndirgy a Staircaseless vague, and yet the poem never

mentions the title, only aapproximatedate. Purposefully vague, the poem resists
fixating a single wor k ehegsofneoteyniamtginceepse n t he

the sense of physical obsolescence of the speaker.
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Figure1l8 The net work performance of Muellerbés speaker
nodes on the left and right represent the speaken the poem and the reader. Each of the edges is
labeled suggestively with works of art that might fit the tropes that the speaker describes. The edges

unfold chronologically, such that reading them vert
the canvas.
The paintings in each of the Anodesod insid

| read the poem; however, the works of art that come to mind for another reader may be

slightly different, and therefore another speaking subject wiltbated. She will be
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Ayour own work of art. o This is true at t
vague and specific, the title AThe Artisto
D u ¢ h a Nudé&Descending a Staircase No&hd a the saetime gestures to the

anonymity of the woman represented in the artwork. Poised quite centrally between the
revolutionary use of pointillism and the future developments of abstract expressionism,

the voice in the poem attempts to connect the past, presehfuture of her

representation with story. Who the model is and who the reader would picture is

subjective; however, by narrating archetypal aspects of modern art movements, the

speaker creates herself through the process of her own deconstriitiempathetic
strategy, then, is to require the reader t
using personal experience and knowledge which then becomes the speaking subject. The
model becomes not just visual other, but achieves a familaititythe reader that one

might imagine the reader would be reluctant to see dismantled.

Self in Conversation

Striking for its bold voices in a poetic environment where subtle, academic
prosody reigned supremeghe Venus Hottent¢1990), ElizabethAkander 6s f i r st
volume of poetry, met with widespread critical acclaim. In a rare review of diffirst
author from a small (University of Virginia) press in thew York TimedDoris Jean
Austin writes that 0[ Adersoxn aantatesstylé cofnects hee d o mi n
directly to the reader. 0 Citing Al exander
Black Arts poets with the successful younger but quieter generation of academic poets,

Austin continues:
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This collection is a historical mosaic with profound cultural integrity. The

title work exhumes the previous century
hi story and sets her amid todayodés heroi

of benign, yet soothingwosk of poetry gives fAThe Venus
particularly exhilarating quality.

Al exander 6s book coll age of personal and h
hisPoetry Magazine evi ew as well : AAl exander 6s vol un
voices.There are a number of epigraphs scattered throughout the book, and the poems
include interior monologues, quotations, a
(214).The Venus Hottentotn c |l udes f our sections grouped
Hottentot (1825)0 compri ses tdrsepoetdcadri re fir
the volume, an opening polyphonic demonstration of how the personal, historical, and
political following sections might be read. Further import might be derived fraw the
voice of the maligned, silenced, and mutilated Hottentot Venus is afforded full weight of
intellectual significance among widely recognized icons throughout the volume: Romare
Bearden, Deadwood Dick, Nelson Mandela, Jackie Robinson, and JohairC&tich
purposeful pl acement foregrounds Al exander
rearticulating of the scope, diversity, and importance of her personal and cultural
i nheritance, and at the same time an unwil
Oblnaecsks / i s, 6 because we know better than an
t housand things/ Not one poemodo as she write
For Alexander, ekphrasis offers an opportunity and a means for creating an
ethically-considered space for hersefithin the Western poetic tradition, as well as a
chance to take up issues of race and gender. Though not formally associated with The

Dark Room Collective, a Cambriddmmsed group of African American writers,
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Alexander recalls reading at The Dark Roon1989 and fondly describes the audience

as those who could ficode switch with the s
Callaloot hat same year, fAThe Venus Hottentot (:
first envoices the scientist Georgesveun, whose autopsies, excisions, and drawings of

Sara Baartmarr,a Khoisan woman brought first to England and then to Paris as a human
exhibition, theorized a physiology and physiognomy of the black sexual primitivism and
deviance, which Sander Gilman astshaped a nineteertlntury iconography of black

female subjects in Western art, literature, and science. The second section collects and
vocalizes multiple women displayed as fiVen
display as human curiosityshng as engravings, as fAscientif
exhibitions (224). Whereas the ethics of dividing and dehumanizing the object of the

gaze is the usual concern for the ekphrastic poet, for Alexander these are precisely the
activities that ekphras allows her to work against. Operating outside the realm of sight

the ekphrastic network of Hottentot voices refuses a fetishizing gaze, comments on the
racism and misogyny of fAscientificd obseryv
Al exander 6s ac eéBnwbedrerhss nagd arti st participat.i
black identity.

Cuvierds Network

Curiously Ilittle has been made of the d
about AThe Venus Hottentot (1825)0 but suc

calls attention to itself. By 1825, Sara Baartman, the Hottentot Venus whom Cuvier

% This study willuse the name Sara Baartman to refer to the woman studied by Georges Cuvier. Her name

is variously printed as Sara Baartman, Sarah Bart ma
Historians remain uncertain about her actual name; howevereldimsen Sara Baartman rather arbitrarily

for consistency.
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famously autopsied, had been dead for 10 years at the age of 26 from, as Cuvier

di agnoses, inflammation and fAexposure.o
that might indicate a reason for the date includes the collection of images at theahiddle
the poembébs second section. AThe Ball of
published until 1829, and the two lithographs most likely referred to in that same stanza
were published in 1917 and 1950 respectively. The full figure scientific drawing
reproduced with Cuvierods famous autopsies
in AExtraits doobservations faites sure |

Londres sous | e n ochwhitheis rap@btishesl bydues Clequetim t e , O

182 5. This rendering of Bartmannds body,
conventions, fAforms the major signifier f
in the nineteenth centuryo (Gilman 240).

title of the poem, Cuvier becomes an unnamed presence in the title beside the
performative and constructed naming of hi
Cuvier publisheRec her ches sur | es ossemens e ossil
plusieurs animaux dont les revolutions du globe on detruit les espdues combined

with his position atthé/lu s eum de | 6 Hiedablished GuvieNas one ofehe | e,

most influential natural scientists of the early't@ntury.

% Trans.Excerpts from remarks made on the body of a woman known in Paris and London as the Hottentot
Venus
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FiG. 5.—"The Hottentot Venus." Georges Cuvier, “Extraits d'observations
faites sur le cadavre d'une femme connue 2 Paris et 2 Londres sous le nom de
Vénus Hottentote,” 1817.

Figure 19: Autopsy drawing of Sara Baartman

Divided into two sections, each representing separate speaking personae, the
poem distinguishes between divergent modes of obserdatianscientific and the
personad each with very different outenes. Furthermore, the poem is divided formally
bet ween CudMiienredstla ztaveo and t hdineStanmas.dn Hot t e
the first section, Cuvierds name is announ
field is limited by his the idcipline of science. Through his speech, he establishes

hi mself as the creator of iThe Venus Hotte
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CUVIER
Science, science, science!
Everything is beautiful

blown up beneath my glass
Colors dazzle insect wings.

A drop of water swirls
like marble Ordinary

crumbs become stalactites
set in perfect angles

of geometry |
impossible. Few will

ever see what | see
through this microscope

Cranial measurements
crowd my notebook pages,

and | am moving closer,
close to how these numbers

signify aspects of
national character.

Her genitalia
will float inside a labeled

pickling jar in the Musée

de | 6 Homme on
above Brocabds
AnThe Venus

Elegant facts await me.

0d

t hought
a shelf
brai n:

Small things in this world are mine.

Hottentot .

0

C u v i unmigtakably fetishistic viewing begins with the ecstatic apostébffhe Sci enc e,

Sci

ence, Science! 0
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his observations. Both ecstatic exclamation and proclamation of his tautological

mg hods, Cuvierodos science iIis a site of wors
further elucidates a process of discovery that is totalizing and reductive all at once.
Cuvieros observations reveal t hessessive.ves to
ABl own upo with its connotations of violen
scientific gaze destroys its objects of inquiry, which, curiously enough is not actual

inquiry since Cuvier asks no questions and spends much of hidé¢sogbing what he

sees through the narrow lens of the microscope. Under glass colors dazzle, drops swirl,
crumbs become, reducing each phenomena to geometries and numbers, the language of

his process. Cuvier observes the Venus Hottentot the same whgdrges water,

insects, and earth, and so she, too, is reduced to fragments. Referring to Baartman as a

pronour® a gender and not a pergoCuvier reduces her to her genitalia, further divided

into specimens in a jar, then placed on display. Inthe Miisgge | 6 Ho mme, Bar t me
genitalia and by extension all bl ack women
stand for the whole finational <charactero o

Al exander creates parallels between Cuv

Westerncanon of ekphrastic speakers. Mwdy through his monologue, Cuvier

articulates his central position as one that creates, displays, preserves (or discards) and

names the Hottentot body: fAFew will [/ ever
Cuvseréaders wil/l know about Anational <cha
describe it. Much | i ke the egocentric, pr

ekphrasis, Cuvier positions himself between the reader and his subject as verbal

author t vy . We cannot see Cuvierods speci mens t
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scientist, rare witness, and translator of
aspects of national character. o

Science also comprises the means by which heselisrpowers of observation
onto his environment. Collected through microscopes, measurements, numbers, and
geometry, Cuvierodos sight and science negot

Therefore, science becomes not only the way Cuvier sees atso becomes all he sees.

The Mus®e de | 6Homme, a |l egitimizing force
hi story, and the community of science, rec
measurements, jars) and Vviakhtdane$ Characde
| ater claim: AEverything is beautiful .o Vv
he uses prosopopoeia to establish himself

field of vision by claiming it all for scierec

Using a software program called the Discourse Network Analyzer (DNA), | have
| abel ed each speakersd topical array and r
diagram with a program called NetDraw. Designed to create visual networks of
agreemenand disagreement on environmental policy, DNA is a computer program in
which texts (articles, congressional testimony, policy statements) can be imported. Each
document can be tagged by highlighting a statement and assigning to that statement a
speakerWyho made the statement), a topic category for the statement, an organizational
affiliation for the speaker, and whether or not the speaker agrees or disagrees with the
claims being made. The names, topics, and organizations in each category are defined by
the person describing the text to create a constrained master list which then can be

applied to all the texts imported into the DNA. When the texts are tagged, the file can be
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exported in a database format and used to createaoance and relationa¢twork

visualizations.

Science

BVenus Hottentot Cuvier

Cuvier s s )
~ M Sdientific observation

B Scientific display

National Character
Scientific measures

Figure 20: A social network diagramof Cuv i spe ®sh i n AThe Venus Hottentot
speaker is central to his prosopopoeia and is represented by a red circle. The radiant blue nodes

represent the concepts he connects himself to through his speech. The edges in the network represent
Cuvierds speech.

Since DNA was not designed to work for poetry, | needed to adapt the categories
for the purposes of the poem while staying within tigedthmic constraints of the
software so that the network visualizations would remain accurate. To that end, |
i mported the entire text of AThe Venus Hot
possible tags, includpeamgs ol @ clakkdddixligti m st ed
of Cuvier's statements and categories: The table represents the interpretation that
produces the network graphkmgure20. From left to right the columns represent a
unique identifying number assigneddach statement, the name of the person making the
statement, the central idea, location, or subject of the statement, and the text from the

poem that creates the edge between the speaker and his ysidigetents (listed under
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Atext), topics (called fAcategorieso), and
have |l eft all ent r i e sTabled list$ theyseationsroé text friom . Fo
the first section of the poem. In each instance, Cuvier is the speakeading the

poem, | <created a constrained |list of <cate
hi mself (ACuviero), science, scientific ob
display, the Venus Hottentot, and national character. Taggingo#ma this way reveals

how almost every statement refers back to some aspect of the scientific process or to

Cuvier himself.
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Table 1: DNA list of Cuvier's statements and categories: The table represents the interpretation that
produces the network graph inFigure 20. From left to right the columns represent a unique
identifying number assigned toeach statement, the name of the person making the statement, the
central idea, location, or subject of the statement, and the text from the poem that creates the edge
between the speaker and his subject.

id person
1 Cuvier

Cuvier
3 Cuvier
98 Cuvier
106 Cuvier
5 Cuvier
4 Cuvier
99 Cuvier
6 Cuvier
100 Cuvier
7 Cuvier
101 Cuvier
9 Cuvier
8 Cuvier
107 Cuvier
10 Cuvier
102 Cuvier
11 Cuvier
108 Cuvier
12 Cuvier
13 Cuvier
103 Cuvier
14 Cuvier
109 Cuvier
15 Cuvier
110 Cuvier
104 Cuvier
16 Cuvier
17 Cuvier
18 Cuvier
19 Cuvier
105 Cuvier
20 Cuvier
22 Cuvier
23 Cuvier
24 Cuvier
21 Cuvier
25 Cuvier
111 Cuvier
26 Cuvier
112 Cuvier

category text

Cuvier CUVIER

Science Science, science, science!

Scientific observationEverything is beautifulblown up beneath my glass.
Science Everything is beautifulblown up beneath my glass.
Cuvier my

Scientific observationmy glass
Scientific observationColors dazzle insect wings.

Science Colors dazzle insect wings.

Scientific observationA drop of water swirlslike marble

Science A drop of water swirlslike marble.

Scientific observationOrdinarycrumbs become stalactitesset in perfect angles
Science Ordinarycrumbs become stalactitesset in perfect anglesof geometry
Science geometry

Scientific measures geometry

Cuvier LNexR G(K2dAKI

Scientific observationFew willever see what | see

Science Few willever see what | seethrough this microscope.
Cuvier I

Cuvier | see

Scientific observationmicroscope
Scientific measures Cranial measurements

Science Cranial measurementscrowd my notebook pages,

Scientific display ~ crowd my notebook pages

Cuvier my notebook

Cuvier |

Cuvier | am moving

Science | am moving closer,close to how these numbers signify aspects ofnhational character

Scientific observationthese numberssignify
National Character aspects ofnational character.

Science Her genitalia

Venus Hottentot Her genitalia

Science Her genitaliawill float inside a labeledpickling jar in the Musee de I'Homme on a shel
Scientific display  will float inside a labeledpickling jar

Science Musee de 'Homme

Science Broca's brain

Venus Hottentot The Venus Hottentot
Venus Hottentot The Venus Hottentot

Science Elegant facts

Cuvier await me.

Science Small things in this world are mine.
Cuvier mine

The reader, who is not taken into consideraitotihis network drawing, would be

an outlier in the graphic array of topics and statements. Unable to access the object of
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scientific and ethnographic inquiry, reade
until the second emction of Alexandero6s po

Venus Hottentot

Whereas the first section of the poem i
sectionb6s speaker remains unl abel ed. Rat he
position as Cuvier does, the voice in the second section is a bricoldigey from
representations in Cuvierdés notebooks and
scientific studies of other AHottentot wom
engravings, lithographs, contemporary articles, and artifacts fromukédvtle
| 6 Ho mme . Al exander organizes a collective
which uses a wide, diverse, and inclusive visual network to reconstitute the subjectivity
of the silenced, fragmented, and diasporic Venus Hottentot body thrdughAa nder 6 s
prosopopoeia.

Describing herself not from a position of authority, but from the perspective of the
gazedupon (human exhibition, engraving, lithograph, scientific specimen) the unnamed
Venus Hottentot reconstitutes a voice out of her own tibigtion, and because of her
contingency also garners more prestige wit
scientific description, the practice of dividing, particularizing, and scrutinizing, the Venus
Hottentot persona creates connections betwand among seemingly unrelated people,
locations, and events. Through language, she confronts the dangérsuiriteing the
black female body as an object of fetishistic viewing, creates a networked identity for the
erased black female subject, amticalates what Alexander elsewhere describes as the

necessary fAdreamspaceo for shaping collect
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2.

There is unexpected sun today

in London, and the clouds that

most days sift into this cage

where | am working have dispersed.
| ama black cutout against

a captive blue sky, pivoting

nude so the paying audience

can view my naked buttocks.

[ am called AVenus Hottentot.

| left Capetown with a promise

of revenue: half the profits

and my passage home: A boon!

Mastero0s brthdtiper proposed
the magistrate granted me leave.

| would return to my family

a duchess, with wateresilk

dresses and money to grow food,
rouge and powders in glass pots,
silver scissors, a lorgnette,

voile and tulle instead of flax,
cerulean blue instead

of indigo. My brother would
devour sugastudded non

pareils, pale taffy, damask plums.

That was years ago. Londonos
circuses are florid and filthy,

swarming with cabbagemelling

citizens who stare and query,

nl s it muscle? bone? Or fat?o0

My neighbor to tle left is
The Sapient Pig, fAThe Only

]

Schol ar of His Race. 0 He plays

at cards, tells time and fortunes
by scraping his hooves. Behind
me is Prince Kami, who arches
like a rubber tree and stares back
at the crowd from under the crook
of his knee. A profesonal

animal trainer shouts my cues.
There are singing mice here.
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AThe Bal l of Duchess DuBarryo:
In the engraving | lurch

towards the belles dames, raykd, and

they swoon. Men in capes and pirreez

shield them. Tassels dance at my hips.

In thisnewspaper lithograph

my buttocks are shown swollen

and luminous as a planet.

Monsieur Cuvier investigates

between my legs, poking, prodding,
sure of his hypothesis.

| half expect him to pull silk

scarves from inside me, paper poppies,
then a rabbit! He aaplains

at my scent and does not think

| comprehend, but | speak

English. | speak Dutch. | speak

a little French as well, and

languages Monsieur Cuvier

will never know have names.

Now | am bitter and now

| am sick. | eat brown bread,

drink rancid brotherl miss good sun,

mi ss Mot herds sadza. My st omach

is frequently queasy from mutton
chops, pale potatoes, blood sausage.
| was certain that this would be
better than farm life. | am

the family entrepreneur!

But there are hours in every day

to conjure my imaginary

daughters, in banana skirts

and ostrickfeather fans.

Since my own genitals are public
| have made other parts private.
In my silence, | possess

mouth, larynx, brain, in a single
gesture. | rub my hair

with lanolin, and pose in prd@
like a painted Nubian
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archer, imagining gold leaf

woven through my hair, and diamonds.

Observe the wordless Odalisque.

| have not forgotten my Xhosa

clicks. My flexible tongue

and healthy mouth bewilder

this man with his rotting teeth.

If he were to leme rise up

from this table, | 6d spirit

his knives and cut out his black heart,

seal it with science fluid inside

a bell jar, place it on a low

shelf in a white mands museum

so the whole world could see

it was shriveled and hard,

geometric, deformedjnnatural.

Connecting narrative and description, location, and language, African and

Western Art, adjacency and objdxiod, the voice of the Venus Hottentot starts with a
singular history, expands and gathers additional voices and representationsnand th
assumes a central position within the poem
the fAblack cut outodo or absence against the
London, the clouds, and the audience are arranged. The collective | andheye
second section orders her environment much differently from Cuvier. By looking
outward, the Venus Hottentot speaker draws connections across unlikely terrain as she
narrates her physical presence, display, and destruction. Describing herseitinfte
proximity (against, to the left, behind, toward, between) to other objects on display, the
speaker connects herself to the natural world, to commerce, to languages, to high and low

art, and to African and European cultures. From Capetown in tbedgsstanza to

London to Paris, the speakerds entry into
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African diaspora, which in turn allow her to move between agrarian culture of South
Africa and-stmbéel|l fogbbaygezenbellesdandsd Lofn dRharr ias.d
Her language connects visual representation as scientific drawings, caricature engravings,
and newspaper | ithographs to African (fdpai
Odalisqué.®” Through prosopopoeia, she associates the ingfiry® he fAci ti zens
stare and query,/ O6ls it muscle? bone? or
Ainvestigates/ between my | egs, poking, pro
becomes the currency by which cultural, monetary, and class exadedagsditated, she

|l earns | anguages: fil speak// Engli sh. | spe
| anguages Monsieur Cuvier [ wild@l never kno
being displayed and observed, poked and investigatedp#aking subject weaves and

shapes her own narrative through the network of her captivity, organizing and making

sense of the divisive and destructive scrutiny to which she is subject.

Eschewing her own bodily descriipti on,
purposefully vague, contiguous, and multiple in avoidance of creating another black
female icon, ripe for whitenale fantasy or demonization. Returning to the curious date
in the poembés title, a voice for the Ven
posthumous one for Sarah Baartman. Most often in reviews and commentary on the

poem, the second section is attributed directly to Baartman, but such an attribution cannot

easily be made. As Gil man expl ainsso ASar a

%" The image of the Odalisque played an important role fhck@tury Orientalism. A ten used for

Turkish female slaves used as chambermaids for the
concubines themselves, the odalisque is the subj&tasfd Odalisquean 1814 oil painting by Jean

Auguste Dominique Ingreshich depicts a realing, nude, white, female concubine and is famous for its

use of anatomical distortion.
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di spl ayed: I n 1829 a nude Hottentot woman,
prize attraction at a ball given by the Duchess Du Barry in Paris. A contemporary print
emphasi zed her physical di fferenctevhichr om tF
appears in the sixth stanza of Al exander 0s
creates yet another voice for the more radically silenced and erased presence of the
Hottentot figure in the engraving, gathering it into the collective l/ey¢hefpoem.

Perhaps ironically, the visual artifacts in the sixth stanza occasion the most active use of
language the Hottentot voice uses to describe herself. Lurching toward the belles dames,

the engraving offers her an excuse to transcend spatiall, raoch class boundaries.

Al so to be found in the sixth stanza is a
a seated white man observes through a telescope at the buttocks of a black woman on a
pedestal, bending over such that her buttocks areopd i ed t o be Al umi nou
Published in 1950, the lithograph uses the Hottentot iconophilia to clarify and reify
sexual and racial di fferences, but the po

stereotype to recuperate the physical and histibaiessence of other Hottentot women.
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FiG. 6—"The Ball of the Duchess Du Barry,” popular engraving, 1829.

Figure2l: A The Ball of the Duchess Du Barryoreprinted i
White Bodies: Toward an Iconography of Female Sexuality in Late Nineteent&entury Art,
Medi cine, and Literature. o

130



Fic. 8.—"The Hottentot Venus,” popular engraving, ca. 1850.

Figure22 A The Hottentot Venusd is another engraving re
White Bodies: Toward an Iconography of Female Sexuality in Late Nineteent&entury Art,
Medicine, and Lit er at ur e. 0

By joining Baartmands visual representat:i
iconography to recover the lost identities of absent African women, the poem flirts with
another ekphrastic conventidrspeaking to, for, or about representationgécts that
are inaccessible. Mh e Ga z e dobnsHoll@rler defines poems with lost or absent
actual visual objects:

And here we might consider for a moment how, while we can be certain

that a poem invokes an actual work of art, present to titerwronly in
retrospect, there are very many cases of that object being lost or
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untraceable. The result is that the parightas well be notional
[ekphrasis].(14)

Hollander links poems with unknown or lost aesthetic sources with ekphrastic poems that
create their aesthetic subjects through language. In other words, notional ekphrastic
poems create an aesthetic object only accessible through the language by which it is
created. The particular engravingndpf AThe
as Al exander f ou n’8butias Gilinam polis bummanyaheravonten c | e ,
were displayed similarly and numerous other engravings were produced with no regard
for naming their subject other thkhan AVenus
traceable engravings in the poem stand for many others which shaped an iconography of
black female sexuality as primitive and perverse. The women, the stories, the languages,
the families, the cultures, and the intelligences whose traces can onlyndariaither
quastscientific drawings or caricature are lost and only accessible by imagining them,
and by reimagining them among European and African culture, language, science, and
commerce, the Venus Hottentot becomes more than the sum of her parts.

Using the Discourse Network Analyzer to tag the speakers and the topics of the
second section of the poem, a broad range of at least 15 topics emerge. In this section,
there are statements by the overarching voice of the Venus Hottentot persona, which
includes the prosopopeic envoicing of the images in the sixth stanza, and also a statement
(though really a series of questions) attributed to the audience. As a result, the voice of
the Venus Hottentot is not an uninterrupted authorial voice, but a voids treatly

constructed by the statements of others, represented by the additional red node as another

3 Email to Elizabeth Bergmann Loizeaux, April 2007
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speaker in the network diagram In part because of the gathering of voices and in part
because of the position of being an object of public and privatgasqlar and scientific

di splay, the Venus Hottentotds wWithew out war
organizing, and thinking brain in a physical body that feels, sees, speaks, idagines

refuses to see in the same narrow way that Cuvier does, and wenibggreates a

broader and more central presence within the network of the poem.

By grouping fistatementso according to c
visualize a density for the speaking subject of the Venus Hottentot that is made present in
languagébut not recreated visually, preventing a further fetishizing of her physical form.
Topical nodes, then, become useful because they help the reader to identify important
aspects of an ekphrastic poem withim and o
poets, how one looks is of particular concern. Though each may use the ekphrastic
devices of description and narration in their own manner and even disagree as to the
nature and usefulness of each of those approaches, one similarity among thenachthat e
of the poets expand the gaze beyond a single observing stance and observe more
dispersedly. Rather than dissolving or diluting the speaking subject, such a strategy

provides opportunities for more connection.
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Figure 23: The Venus Hottentot discourse network: The layout of the discourse network for the
Hottentot speaker is similar to the one irFigure 20, and the methods for selecting, tagging, and
rendering the graph are the same betweethe two, though the results are quite different. The

speaker, labeled Venus Hottentot is represented by a red circle. The subjects of the Venus
Hottentotbés prosopopoeia are

represented as bl ue saq
the network. It is through speech that the invisible Hottentot creates a presence in the world by
connecting herself with a broad range of subjects. The audience, represented on the graph on the far
right, also speaks during the Venus Hottentot section. The Ves Hottentot vanriloquises the men
and women who come to see her as a human curiosity,

134



28 The Venus Hottentot (182) 634 663 10/19/2011Venus Hottentot 2 (VH)  Natural World yes There is unexpected sun today
27 The Venus Hottentot (182) 667 673 10/10/2011 Venus Hottentot 2 (VH)  Place yes London
29 The Venus Hottentot (1825) 683 689 10/19/2011Venus Hottentot 2 (VH)  Natural World yes clouds
30 The Venus Hottentot (1825) 720 724 10/19/2011 Venus Hottentot 2 (VH)  Place yes cage
31 The Venus Hottentot (1825) 731 743 10/19/2011 Venus Hottentot 2 (VH)  Venus Hottentot  yes 1 am working
32 The Venus Hottentot (1825) 760 779 10/19/2011 Venus Hottentot 2 (VH)  Venus Hottentot  yes 1'am a black cutout
33 The Venus Hottentot (1825) 790 807 10/19/2011 Venus Hottentot 2 (VH)  Natural World yes captive blue sky,
113The Venus Hottentot (1825) 808 821 10/19/2011 Venus Hottentot 2 (VH)  Venus Hottentot  yes pivotingnude
34The Venus Hottentot (1825) 829 844 10/19/2011Venus Hottentot 2 (VH) yes paying audience
35 The Venus Hottentot (1825) 829 844 10/19/2011 Venus Hottentot 2 (VH)  Audience yes paying audience
36 The Venus Hottentot (182) 854 871 10/19/2011Venus Hottentot2 (VH)  Venus Hottentot  yes my naked buttocks
37 The Venus Hottentot (1825) 873 903 10/19/2011 Venus Hottentot 2 (VH) Venus Hottentot  yes L Y OrffSR Nedi+Syda 1200Syid2ieNe
114The Venus Hottentot (1825) 904 910 10/19/2011 Venus Hottentot 2 (VH)  Venus Hottentot  yes 1left
38 The Venus Hottentot (1825) 911 919 10/19/2011 Venus Hottentot2 (VH)  Place yes Capetown
39 The Venus Hottentot (182) 938 945 10/19/2011 Venus Hottentot 2 (VH)  Money yes revenue
40 The Venus Hottentot (1825) 7 963 10/19/2011Venus Hottentot 2 (VH)  Money yes half the profits
41The Venus Hottentot (1825) 968 983 10/19/2011Venus Hottentot2 (VH)  Money yes my passage home
42 The Venus Hottentot (182) 993 1009 10/19/2011Venus Hottentot2 (VH)  Men yes aladSNNexa oNRGKSNI
43 The Venus Hottentot (1825) 993 1009 10/19/2011 Venus Hottentot 2 (VH) ~ Men yes al a0SNNexa oNBRGKSNI
44The Venus Hottentot (1825) 1033 1043 10/19/2011Venus Hottentot 2 (VH) ~ Men yes magistrate
115The Venus Hottentot (1825) 1062 1076 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes 1 would return
45The Venus Hottentot (1825) 1083 1089 10/19/2011Venus Hottentot 2 (VH)  Family yes family
116 The Venus Hottentot (1825) 1090 1099 10/19/2011Venus Hottentot2 (VH) ~ Class yes aduchess
watered-silkdresses and money to grow food,rouge and powders in glass pots,silver
46 The Venus Hottentot (182) 1106 1278 10/19/2011Venus Hottentot 2 (VH)  Money no scissors, a lorgnette voile and tulle instead of flax,cerulean blue insteadof indigo
47 The Venus Hottentot (1825) 1283 1290 10/19/2011 Venus Hottentot 2 (VH)  Family yes brother
48 The Venus Hottentot (1825) 1304 1355 10/19/2011Venus Hottentot 2 (VH)  Money no sugar-studded nonpareils, pale taffy, damask plums.
49 The Venus Hottentot (1825) 1376 1393 10/19/2011 Venus Hottentot 2 (VH) Place yes [2yR2yNexaOANDdzaSa
52 The Venus Hottentot (1825) 1376 1416 10/19/2011Venus Hottentot2 (VH)  VH exhibition yes [2yR2yNexaOANDdzaSa INB FE2NAR FyR FALQ
50 The Venus Hottentot (1825) 1448 1456 10/19/2011Venus Hottentot 2 (VH)  Audience yes citizens
119 The Venus Hottentot (1825) 1508 1551 10/19/2011Venus Hottentot2 (VH)  VH exhibition yes My neighbor to the left isThe Sapient Pig,
¢KS {FLASY(H tA3T Ne dze KSplaysticaddp, @RsArhetantd 2 T
120 The Venus Hottentot (1825) 1535 1650 10/19/2011Venus Hottentot 2 (VH)  Displayed ojbects  yes fortunesby scraping his hooves.
121The Venus Hottentot (1825) 1651 1677 10/19/2011Venus Hottentot2 (VH) ~ VH exhibition yes Behindme is Prince Kar-mi
Behindme is Prince Kar-mi, who archeslike a rubber tree and stares backat the crowc
53 The Venus Hottentot (1825) 1651 177110/19/2011Venus Hottentot 2 (VH)  Displayed ojbects  yes under the crookof his knee.
54The Venus Hottentot (1825) 1772 1817 10/19/2011Venus Hottentot 2 (VH) ~ Men yes A professionalanimal trainer shouts my cues.
122 The Venus Hottentot (1825) 1772 1817 10/19/2011Venus Hottentot2 (VH) ~ VH exhibition yes A professionalanimal trainer shouts my cues.
117 The Venus Hottentot (1825) 1818 1846 10/19/2011 Venus Hottentot 2 (VH)  Displayed ojbects  yes There are singing mice here.
55 The Venus Hottentot (1825) 1847 1876 10/19/2011Venus Hottentot2 (VH) ~ VHart yes Nedz¢KS . htf 2F.5d20K8a4a 5dz b NNENe
124The Venus Hottentot (1825) 1847 1877 10/19/2011Venus Hottentot2 (VH) ~ Art yes Nedz¢KS . htf 2Fs5d20K8aa 5dz b NNBENe
123The Venus Hottentot (1825) 1878 1894 10/19/2011 Venus Hottentot2 (VH)  VHart yes In the engraving
56 The Venus Hottentot (1825) 1895 1896 10/19/2011Venus Hottentot 2 (VH) ~ Venus Hottentot  yes
126 The Venus Hottentot (1825) 1895 1902 10/19/2011Venus Hottentot 2 (VH) ~ Venus Hottentot  yes Iurch
57 The Venus Hottentot (182) 1914 1992 10/19/2011Venus Hottentot 2 (VH)  Audience yes belles dames, mad-eyed, andthey swoon. Men in capes and pince-nezshield them
125The Venus Hottentot (1825) 1914 1992 10/19/2011Venus Hottentot2 (VH) ~ Class yes belles dames, mad-eyed, andthey swoon. Men in capes and pince-nezshield them
59 The Venus Hottentot (1825) 2011 2018 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes my hips
60 The Venus Hottentot (182) 2049 2060 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes my buttocks
127 The Venus Hottentot (1825) 2083 2104 10/19/2011 Venus Hottentot2 (VH) ~ Natural World yes luminous as a planet.
61 The Venus Hottentot (1825) 2105 2191 10/19/2011Venus Hottentot 2 (VH)  Cuvier yes Monsieur Cuvier investigatesbetween my legs, poking, prodding,sure of his hypothe:
62 The Venus Hottentot (182) 2142 2149 10/19/2011Venus Hottentot 2 (VH)  Displayed ojbects  yes my legs
129 The Venus Hottentot (1825) 2193 2206 10/19/2011 Venus Hottentot 2 (VH) ~ Venus Hottentot  yes 1 half expect
130 The Venus Hottentot (1825) 2207 2223 10/19/2011Venus Hottentot 2 (VH) ~ Cuvier yes him to pull silk
131The Venus Hottentot (1825) 2224 2276 10/19/2011Venus Hottentot 2 (VH)  Displayed ojbects  yes scarves from inside me, paper poppies,then a rabbit
63 The Venus Hottentot (182) 2278 233410/19/2011Venus Hottentot 2 (VH) ~ Cuvier yes He complainsat my scent and does not thinkl comprehend
132 The Venus Hottentot (1825) 2340 2347 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I'speak
64 The Venus Hottentot (182) 2340 2356 10/19/2011Venus Hottentot2 (VH)  Language yes 1 speakEnglish.
133The Venus Hottentot (1825) 2357 2364 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I'speak
65 The Venus Hottentot (1825) 2357 2370 10/19/2011 Venus Hottentot2 (VH) ~ Language yes I'speak Dutch
134The Venus Hottentot (1825) 272 2379 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I'speak
66 The Venus Hottentot (182) 2372 2395 10/19/2011Venus Hottentot 2 (VH)  Language yes I speakalitle French
67 The Venus Hottentot (1825) 2405 2461 10/19/2011 Venus Hottentot2 (VH)  Language yes andlanguages Monsieur Cuvierwill never know have names
68 The Venus Hottentot (1825) 2467 2478 10/19/2011 Venus Hottentot 2 (VH)  Venus Hottentot  yes 1am bitter
69 The Venus Hottentot (182) 2483 2497 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes now! am sick.
70 The Venus Hottentot (1825) 2498 2535 10/19/2011 Venus Hottentot2 (VH)  Venus Hottentot  yes 1 eat brown bread, drink rancid broth
71 The Venus Hottentot (1825) 2537 2552 10/19/2011Venus Hottentot 2 (VH) ~ Venus Hottentot  yes I miss good sun
72 The Venus Hottentot (1825) 2554 2573 10/19/2011Venus Hottentot 2 (VH)  Family yes Yhiaa a2 KSNNewa al Rl
73 The Venus Hottentot (182) 2575 2509 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes My stomachis frequently
74The Venus Hottentot (1825) 2656 2710 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes 1 was certain that this would bebetter than farm life
75 The Venus Hottentot (1825) 2712 2740 10/19/2011Venus Hottentot 2 (VH)  Money yes 1 amthe family entrepreneur
135The Venus Hottentot (1825) 2712 2740 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I amthe family entrepreneur
136 The Venus Hottentot (1825) 2785 2850 10/19/2011 Venus Hottentot 2 (VH) ~ Venus Hottentot  yes my imaginarydaughters, in banana skirtsand ostrich-feather fans
76 The Venus Hottentot (1825) 2788 2807 10/19/2011 Venus Hottentot 2 (VH)  Family yes imaginarydaughters
77 The Venus Hottentot (182) 2812 2850 10/19/2011Venus Hottentot2 (VH)  Culture yes banana skirtsand ostrich-feather fans
78 The Venus Hottentot (1825) 2858 2884 10/19/2011 Venus Hottentot 2 (VH) ~ Venus Hottentot  yes my own genitals are public
79 The Venus Hottentot (1825) 2885 2917 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I have made other parts private.
80 The Venus Hottentot (182) 2018 2941 10/19/2011Venus Hottentot2 (VH) ~ Language yes In my silence | possess
81 The Venus Hottentot (182) 2042 2083 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes mouth, larynx, brain in a singlegesture
82 The Venus Hottentot (1825) 2984 3031 10/19/2011Venus Hottentot2 (VH)  Culture yes 1ub my hairwith lanolin, and pose in profile
83 The Venus Hottentot (182) 3039 3053 10/19/2011 Venus Hottentot2 (VH) ~ Art yes painted Nubian
84 The Venus Hottentot (182) 3072 3117 10/19/2011Venus Hottentot 2 (VH)  Money yes gold leafwoven through my hair, and diamonds
85 The Venus Hottentot (1825) 3119 3150 10/19/2011Venus Hottentot2 (VH) ~ Art yes Observe the wordless Odalisque.
86 The Venus Hottentot (1825) 3151 3188 10/19/2011Venus Hottentot2 (VH) ~ Language yes I have not forgotten my Xhosaclicks.
137 The Venus Hottentot (1825) 3151 3188 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes I have not forgotten my Xhosaclicks.
87 The Venus Hottentot (1825) 3189 3225 10/19/2011 Venus Hottentot 2 (VH) ~ Venus Hottentot  yes My flexible tongueand healthy mouth
88 The Venus Hottentot (1825) 3235 3266 10/19/2011Venus Hottentot 2 (VH) ~ Cuvier yes this man with his rotting teeth
89 The Venus Hottentot (182) 3268 3285 10/19/2011Venus Hottentot 2 (VH) ~ Cuvier yes Ifhe were to let
90 The Venus Hottentot (1825) 3286 3312 10/19/2011Venus Hottentot 2 (VH)  Venus Hottentot  yes me rise upfrom this table
91 The Venus Hottentot (1825) 3314 3363 10/19/2011Venus Hottentot 2 (VH) ~ Cuvier no LNexR aLANRGKAZ |yA@BSa tyR Odzi 2dzi KAa
92 The Venus Hottentot (182) 3365 3391 10/19/2011 Venus Hottentot 2 (VH)  Cuvier no seal it with science fluid
93 The Venus Hottentot (1825) 3392 3410 10/19/2011Venus Hottentot 2 (VH)  Cuvier no insidea bell jar,
94 The Venus Hottentot (1825) 3411 3458 10/19/2011 Venus Hottentot 2 (VH)  Cuvier no LX+HOS Al 2y + t26aKStT Ay b 6KAGS YIyK
95 The Venus Hottentot (1825) 3466 3487 10/19/2011Venus Hottentot 2 (VH)  Audience yes whole world could see
96 The Venus Hottentot (182) 3488 3514 10/19/2011Venus Hottentot 2 (VH)  Cuvier no it was shriveled and hard,
97 The Venus Hottentot (1825) 3515 3546 10/19/2011 Venus Hottentot 2 (VH) ~ Cuvier no geometric, deformed, unnatural

Table 2: My reading of the Venus Hottentotébés speech f ol
left to right the columns represent a unique identification number for the row, the title of the poem,
the location of the tagged line in the document, the date the@ading was performed, the name of the

speaker, the section of the poem being tagged, the subject of the text, whether or not the speaker
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agrees with the statement, and the line of the poem being describéd.

By multiplying the voices of the speakingsubje i n AThe Venus Hot
(1925)0 Alexander creates a connected, diwv
of black female identity becomes a recurri
and prose and represents a deliberate strategyefatian of an African American
Adreamspaceodo in which concepts d&fthesslhat she
perception of black people that exists outside of dominant stereotypes. The physicality of
the Venus Hottent ot Gsepaatel dnd thegprocksss peech can
demonstrates an empathetic mode of observation: a voice rendered through the embodied
experience of display. Al seeod0 Iis iPinextri
smel | ; I eat ; | r ub . the objécts of sligpkyyaake e¢he thiskingg b s er v
feeling, and imagining other to what the audiences and Cuvier query and describe, and
she reveals her physical presence to be her own construction. Imploring that the audience
to AObserve t he heVenus Hettensot revebks herselfqolbeth 0 t
participate in the act of looking (for she, too, must be looking at the Odalisque in order to
adopt a similar stance) and -bedookedatrnwecsts .her
A Self in Conversation

The ekphrastic strategy in Alexander 6s

working out for much of her later work in prose and poetry. As Terri Francis explains in

her essay il and | : El i Pardoe \oice, the Wisssaandd e r 6 s

%9 One might note that there are more columns in this table than in the previous one. Initially, the intention
was b show edge direction; however, my decision in the end was to use the exact same data to produce
graphs using the same methods. The columns that appear in this table but not in Table 1 do not affect the
resulting network graph; however, it was not posstblremove that data from this particular table, so it
remains as a trace of a suggestion toward future iterations of the project that might try using directed edges
(ones with arrows indicating the flow of the relationship).
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the Lure of Amnesia, 0 Alexander wuses a col
that distinguishes Al exander as a bl ack wo
her social identity into being partly through explicitly addressind representing the
shared interests of a black female readership, breaking down traditional norms or
objectivity and abstracti@énwithout resorting exclusively to literal forms of direct
address such as |l etterso (upisianterRadf her t han
doubleconsciousness, Alexander prefers collage as a metaphor for black consciousness
in the vein of Harlem Renaissance visual artist Romare Bearden, a stance she explores in
her essay AThe Genius of Romare Bearden. o
As | 0 v e hinkhispdrtieurar, uselof the collage as he specifies that
techniques as African Americaras it engulfs the call and response and
jazz improvisation, as it references the Middle Passage, and the ripping of
something from its original source and reconstifyit in a new space that
still has allusions to and memory to that old péaée a brilliant metaphor
for talking about black cr eP&8R i ve produc
164).
Reconstituting the persona of the Venus Hottentot in a poetic spacé withl usi ons t o
memory too the past historical moment and
writer a starting point from which to negotiate her own ided@ti@dypoet participating in a
Western, traditional discourse (free verse, ekphrasticlpoking at, responding to, and
creating objects for audiences and readers) and a black woman (within a tradition of
African diaspora and the site of Western iconophilic representation of sexual primitivism,
which asserts the absence of intellectual ahilit
Alexander is also acutely aware that the same activity that creates dangerous

stereotypical assumptions of identity groups at the same time strives to preserve types of

difference and creates an audience for those who might otherwise be erased. In a
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interview with Meta Jones, Alexander, in the course of explaining that black culture is
anything black people have made (much akin
that AOn one | evel, we need to remamber th
audienceo (P&P 157). What @AThe Venus Hott
without the commerce, the exhibitions, the engravings, and the scientific drawings and
notebooks, there would be nothing left of the Venus Hottentot to recover. The

relationship is doubledged. While the process of being exhibited and dehumanized

literally causes the demise of Sarah Bartman, the existence of an audience and an
economy for the Venus Hottentotds consumpt
that Alexander has something to return to in an effort to reconstitute a speaking and

active black female identity. Her multiple positions are visualized as the more complete
network of the poem, which locates Alexander outside and separate from the Venus

Hottentot and Cuvier, and yet her own identity as writer and poet require that she occupy

both positions.

Alexander returns to artifacts that speak out of a historical moment participate in an
ekphrastic convention descr i hewbrkbfartid oi zeau
also modified in modern ekphrasis by a greater sense of art as historical. . . The presence
of the work of art can function as a porta
the visual artifacts iThe Venus Hottentdéor Alexarder are their usefulness as vehicles
to reclaim and to recover historical consciousness and character. Alexander describes it
as fiexperantiao meaning fithe wish to commu

(P&P 156). She characterizes her poems dsias and as a means for preserving and
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recreating | ost peopl e, Oadtheagdirkscotddsess,andleas, a
particularities of a people.

Al exander s sense of culture as reliant o
recognizable in & use of multiple speakers who position themselves differently in
relationship to their perceived audiences.
methods, and his consequent representations of his objects of study were enacted from
the privileged pasion of an authority whose attitude and description literally stand for
the object itself. In contrast, the highly constructed and displaced voice of the Venus
Hottentot employs a muttdirectional approach to narrative, urging the reader to
participateeCuvi er 6s Afew will seedo is confronted
her audience to Aobserve. o Where Cuvieros

nati onal i dent i

N

means toward constructing
inquryof the audience (Als it muscle? bone? O
the acquisition and possession of knowl edg
this world are mine.o0), the Venus Hetttento
as one possessed occupies more density, more connection, and more influence within the
poetic, cultural, and historical net work o
becomes more easily sealed within the discourse of a science that proves to be

igeometric, deformed, unnatural .o
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Figure24: Soci al network graph of the interpretive read
Venus Hottentot (1825).20 The Venus Hottemthet speak
poem based on the number of subjects she engages th
is much lower in the network (red dot on right). In the central are of the graph, there is a blue

square | abeled Cuviero offhCgsvirepraseheésditbeusdsisesahi
mentioned by the Venus Hottentot. One method for determining centrality is to remove nodes from
the network to determine how it would influence the

and the edgesssociated with it would have much less significance on the overall network than if we
were to remove the fAiVenus Hottentot. o

Combining the discourse network analysis encoding from the first and second
sections of the poem into one cohesive social nét@emonstrates the differently
shaped networks that the two primary speakers in the poem create through language. In
the introduction, the issue of centrality is introduced, but in the Venus Hottentot, we see
the significance of centrality in order to m&in control over the ekphrastic poem. For
instance, the Venus Hottentot speaker, represented by a red circle on the left side of the
graph, has a higher number of edges connecting it to the rest of the network. There are
14 edges emanating fromthewves Hott ent ot 6s node, and as
introduction, the number of edges connecting a single node to other nodes in the network

is one way to measure its centrality in the network. Centrality is a measure of authority
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and influence of one nodm the others throughout the network. On the right hand side,

the node for Cuvi erdboslyssvere dhe aade for the audiemcge r e d
also in red, has only two edges. Both of the edges connecting the audience to the

network ultimately conng them to the Venus Hottentot, and not Cuvier at all. The

vi sualization clarifies the threat the Ven
within the network is vulnerabl e. Wer e th
His loss wouldbe much less influential on the shape of the network than the loss of the
Hottentot speaker. In other words, because the Hottentot speaker is so deeply and widely
connected to other nodes on the network, her erasure is more consequential. On the other
hand, Cuvierds narrow network of HAscience, 0O
measurement , 0 fiscientific observation, 0 an
science! 0) makes him vulnerable to the Hot

The Venus Hottewtt 6 s f antasy of violence differs

Shell eyds Medusa. One might be inclined t
Shell eyés manuscript poem AOn the Medusa o
Gallery, 0 whi ahwiay tod suasyng the deformed a

image to rise up and usurp the authority of its viewerdpdo@turn him to ston& to turn

the represented other into a virtual weapon. This, however, would be a misrepresentation

of Al epaorder 6d n the [ ast two stanzads, the
he were to |l et meo keeps always at the for
power is and will always be in the hands of her maker. Her revolt can only be imaginary

and in the frozen moment of poetic representation, such an act will also always only be

an act of i magination, whi ch ditlesourceyof she wo
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her own fragmentation. Furthermore, the voice of the Venus Hottentot does ntat seek

use her own deformity or image to become a weapon, but instead seeks to use her own
radi cal humanity t o &hipleartewhicheshe describesasr 6 s d e
Ashriveled and hard,/ geometric, defsor med,
the traditional ekphrastic fear, the Venus Hottentot uses the assemblage of voice to turn
back and exposédtQuwiagdsisimahduadhé ngso into
Mus®e dei htbommewhi te mands museum,® whi ch
that displays more about fAwhite meno than
di splay, revealing Ageometryo as a def or ma
uses language to seal Cuvier along with his scientific observation in itmoamd put

them on display for the poembds reader.

Conclusion

Through their use of prosopopoeia as an empathetic strategy, Lisel Mueller and
Elizabeth Alexander create subjects who not only speak against the condition of their
representation but who open the ekphrastic network of vigrahl relations to engage a
wider array of readers, viewers, and creators and to suggest alternate etbicsiliiered
narrative trajectories. Muel |l erds delicat
networked subjects who intervene in the intimate conversations between artisbael,
expanding the conversation to include active readers, able to participate in the discourse
of aesthetic creation. Assembling an archival self through historical, visual, and cultural
touchstones, Al exander 6s WphonicyvoicBautofitsnt ot ¢
radical division of parts, and through its creation, Alexander actualizes a strategy for the

reformati on of a bl ack South African self
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(1825)0 transf or ms tlakeey antledonization ihtéo asnetwopkr act i ¢
through which disparity is transformed to strength. As | mention briefly in the
introduction, the use of network graphs and social network theory is new, and there is
much to be expanded upon and one objective ofesgarch is to be provocative in such
a way as to invite future research on the ways in which social network analysis can be
leveraged to study literary and discursive relationships.

The following chapter will turn to the dialogic network of ekphrastscdgtion
in Elizabeth Bishopds ekphrastic poetry.
role in the recuperation of the black female body of the Venus Hottentot in Elizabeth
Al exanderds poem, the foll owi nogexpotebhowt er wi
dialectics of description shift the center of the ekphrastic network and in doing so change

the relationship between speakers, artists, works of art, and readers.
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Chapter 3: Description, Density,

Ekphec aNeéti wor ks

The great triumph in her descriptions, | think, is the drama of perception
lying beneath them and enacted by them, her sense of the cost as well as
the pleasures of such observation suggests that she also looked at the
world because she felompelled to.

-Frank Bidart

The problem faced by the modern viewer is how to make [Dutch] art
strange, how to see what is special in an art with which we feel so at
home, whose pleasures seem so obvious.

-Svetlana AlpersThe Art of Describing

Joseph Cornell: inside your boxes
My words became visible for a moment.

-Octavio Paz, fnObjects & App

While the previous chapter explores ways in which networks of ekphrasis can be
deployed to achieve personal and political recuperations ofdadentities, this chapter
will consider how networks of ekphrastic description can be used to resituate the
relationships between speakers, poets, artists, readers, and objects of representation as a
coll aborative ent er pr iidirg theofizationm aflekphrasisas c on't
a hostile encounter fueled by rivalry and
central position in the poem. Through close readings and network visualizations of
Elizabeth Bishopos witidnellpresent &nodebaf ekpheagisinar t o
which layers of description increase the dimensions of the ekphrastic engagement and

correspondingly the number of possible relationships between viewers and objects, an act
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that decreases the centrality of the prseain authoritative and organizing voice and
el evates the readero6s responsibility from
economy of art, where artwork is shared, exchanged, and reproduced.

In a letter to Randall Jarrell in December 1955, Blieth Bishop describes her
reaction to his review ok Cold Springas a relief. Admitting that it excited her to tears,
Bi shop seems to gush over Jarrell ds compar
the seventeentbentury Dutch artist, Johannes Yrezer.

| still, from the bottom of my heart, honestly think | doT deserve i

but it has been one of my dreams that someday someone would think of

Vermeer, without my saying it first, so now I think I can die in a fairly

peaceful frame of mind, any oldhte, having struck the best critic of
poetry going that way. . Ohe Art31)

Whil e Bishopbs delight and surprise seem g
of i rony in her response. For Jarrell to
well demonstrate to Bishop his growth as a reader as much as it does her development as
awriter® Whi | e Bi shop was known to appreciate r
contemporary ones, her poetry and prose more often champions works by amateur and
primi t i ve artists instead. Evidence of Bi sh
generally the Dutch arts appears earlier in her correspondence on February 5, 1954, when

she mentions to llse and Kit Barker that she received the Phdatareerfor Chrismas.

Before she posts her | etter, she appends t

FI emi sh show | keep reading ab OnetArt287) Have vy

“0Peggy Samuels begimeepSkin: Elizabeth Bishop and Visual Avith the same quotation from

Elizabeth Bishopds |l etters; Samuelsd emphasis is on
made the connection between her woraliereviedsof/er meer 6s
Bi shopds work classified her as a fiminiaturist, o ac
Bi shop and t he JXirnaliofdModem eiterbur@8e,16596.
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The show to which Bishop most likely refers was considered the mosicagnif
travelling art exhibition in the United States in 1954. Titléde Masters in 17th
Century Holland and Flandeyshe show opened at The Metropolitan Museum of Art in
1954 and toured the United States until 1¥5Bi shopdés i nterest in th
demonstrates her affinity toward the artistic accomplishments of Dutch painters, who
were not often considered by the institutional forces of museum curators and art
hi storians as meeting the standards and qu
the Italian. The works included in this exhibition are those that were often commissioned
and sold within a merchawtass for domestic purposes.
Until recently, Bishop06s interest in th
critical attention, yet & appreciation of them offers valuable insight into her ekphrastic
poetry and her ethics of observation and display. Bonnie Costello offers the most
influential commentary regarding Bishopos
Bishop greatly adimed and imitated the Dutch art of describing, but the
cultures she represents are very different. And unlike the Dutch, Bishop
often looks, as Adrienne Rich long ago pointed out, as an outsider, at
cultural positions different from her own. Still life er poems thus offers

a refracted mirror, in which we see ourselves reflected, as well as the very
different world to which these displays bear witness. (88)

Costello aptly notes that Bishopds poetry
perceptivedescription rather than the possession of art objects as domestic possessions.
Comparing the relationship between Bishopbo
perspective of the still lii@ which is meant to celebrate a robust, bourgeois lifestyle

where conmerce represented the dominion of colonial rdaClostello makes the deft

*INew York. American Federation of the Arts. "Little Mastén 17th Century Holland and Flanders
(circulating exhibition)," 195457, no catalogue.
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di stinction between the colonizing gaze of
et hnographically aware use of description.
Dutch arts nisses an important aspect of Dutch visual culture that also appealed to
Bishop. Svetlana Alpers ifihe Art of Describingxplains that the Dutch art market,
entirely distinct from the art market of Renaissance Italy, enabled a robust, claktie
commercdor aesthetic objects. What distinguishes the Dutch arts is not only a
celebration of colonial dominion, but also the means by which it was created, exchanged,
and integrated into the daily lives of the mercheass. While Bishop certainly
celebrateshe descriptive quality of the Flemish painters, she is also intrigued by the way
in which craftsmanship entered the domestic space of the home and could be selected,
appreciated, and displayed by a middlass consumer.

In this chapter, | considerBishp 6 s ekphrastic poems 1in |
important work on description in seventeen#@ntury Dutch painting (portraiture, still
life, and landscape), drawing parallels between the their mutual aesthetic values.
Bi shopds ekphr asiase atsthe bame time domésjicarad foeignyh i ¢ h
familiar and strange, in order to draw poetic networks of description between speakers,
works of art, and readers. Through linguistic instability, reflexivity, and repetition,
Bishop shapes a dense network ofctipsive relationships and reveals her ethical stance
on questions of observation and display. Rather than expanding outward beyond the
local ekphrastic situation of peattworkreader, Bishop explores the possibility of
shifting the power of descripticamd display between poet, artwork, and reader through
three descriptive modes that create relationships between subjects by drawing

equivalencies between them, by acts of classification, and by estimating the spatial,
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temporal, or conceptual proximitybee e n t h e m. At first, Bi sho
appear to typify the poetrtworkreader network that W.J.T. Mitchell describes in
AEkphrasis and the Other, 0 but upon cl oser
reading oversimplifies the complexityBfi shopdés aesthetic and et h
chapter argues that unlike her contemporaries, such as Randall Jarrell, Robert Lowell,

and John Berryman, whose poems take up vis
available to a wider public audience thgh reproductions, public museums and

monument s, Bi shopds ekphrastic poetry fost
an intimate engagement between objects of art that lie outside the purview of

institutional forces such as governments, acadgmaied public museums.
Demonstrating her preference for the fAprim
ethics of viewing inward, and observational stance that estranges the self in its effort to
Areally seed0 and t hat veadcipientotdessriptiomteitsr eader
curator.

The Ethics of Description

I n 1766 when Gotthold Ephraim Lessing s
genre, 0 which relegate painting and poetry
(painting to spacand poetry to time), he argues that in attempting to achieve the spatial

gualities of painting through description the poet denudes poetry of its power and

authority. As Lessing explains, APoetry ha
reachwhichpi nti ng can never attainé more is al/l
the paintero(gtd. in Mitchell 107) . W.J. T

occasionally muddled and structurally unsound, is constructed in ethical terms for
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specificpolitical and economic purposes: to elevate his own intellectual stature and

advance his own career, as well as to assure that French influences do not affect German
sensibilities. L e st pictunag@esisraditron whatethere arevi t hi n
limits to the powers and purposes of the verbal and pictorial arts which are not meant to

be transgressédhas a lasting hold on modern criticism of poetry. It has been difficult to
shake the notion that descri ptisadessef of t en p
component of poetic craft.

Ekphrasis, a word that originated as a
outo but also Ato tell in full, o0 was first
description and used as a form of exercisési@ek rhetoricians to practice lively
descriptions that could faithful Pyhtender
critical adoption of the term Aekphrasiso
definition, it is worth rememberingkep hr asi s 6 wunder |l ying rhetori
responsibility to faithfully represent an
explored in two ways: first, in terms of what objects Bishop chooses to describe, and
second in the mannerinwhichdesi pti on i s depl oyed, echoi nq
Aheroic observation.o I n her famous " Dar wi
responds to Stevensonds discussion of the
who was in the midst of writing éffirstfulll engt h st udy of Bi shopos
her writing to Klee and Ernst, suggesting that they shared similar faith in the

unconscious. Bishop responds, writing:

2| use Lessing to make this case; however, similar lines of argument can be seen in Gerard Genette,
Figures of Literary Discourselrans. Alan Sheridan. New York: @ohbia University Press, 1982.

3 Hagstrum, Jean H. The Sister Arts: The Tradition of Literary Pictorialism and English Poetry from
Dryden to Gray. University of Chicago Press, 1987. Print.
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Yes, | agree with you. | think that's what | was trying to say in the speech
above. There is no "split." Dreams, works of art (some), glimpses of the
alwaysmoresuccessful surrealism of everyday life, unexpected moments
of empathy (is it?), catch a peripheral vision of whatever it is one can
never really see fullface but that seeen®rmously important. | can't

believe we are wholly irrationdland | do admire Darwin! But reading
Darwin, one admires the beautiful and solid case being built up out of his
endless heroic observations, almost unconscious or auteamatithen

comes a suckh relaxation, a forgetful phrase, and one feels the
strangeness of his undertaking, sees the lonely young man, his eyes fixed
on facts and minute details, sinking or sliding giddily off into the
unknown. What one seems to want in art, in experiencimgthe same

thing that is necessary for its creation, a-s@i§etful, perfectly useless
concentration. (Letter-20 Jan. 1964)

Bi shopds use of the term fAnendless heroi
layering descriptive detail over descriptivaalesuch that, through their collection,
create not only a representation of the thing observed but also a representhion of

process of observationThis process encourages the poet to acBi¢lieugh

concentratioAt he abi |l ity t atrelectdothitie®bserying €elf anctsed t h
thing observed, in other words, the fAstran
concentration casts a wide net, collecting

perspective that baectttuearl.l0y hel ps us to fAsee
Bi shopds poetry demonstrates fAheroico |

receptive, a recursive attention whereby the viewer sees, revisits, and thus revises her

perceptiod essentially a discursive looking process that results in her recogoiition

familiarity with, curiosity in, and engagement across difference. As in the case of heroic

observation, the accumulation of detail distorts the view just enough that it can actually

i mprove the viewerds sight , ecwhinglarobjactoft he s

scrutiny. This process results in her recognition of familiarity of, curiosity in, and
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engagement with otherness that attends to itshe#tlg. As Helen Vendler describes it,
Bi shopds descriptive ponaftheérivarkebetweentwone " cont
frequenciesthe domestic and the strandé".

Beyond or behind the familiar, whether the visual or the human familiar,

lies the perpetually strange and mysterious. It is that mystery which

causes those whispered exclamatioreriadtting with the pained "Yes"

provoked by human vicissitude. It guarantees the poet more to do. On it

depends all the impulse to domestication. Though the human effort is bent

to the elimination of the wild, nothing is more restorative than to know
tha earthly being is larger than our human enclosures. (Vendler 23)

Bishop's ekphrasis plays out this "continuing vibration™ in its negotiations between the

visually engaged, observing self and the foreignness or otherness of the art object through
descripto n . Vendl erdéds observations highlight t
characterizes Bishopds descriptive, ekphra
reassessing, and responding to a visual other. To Bishop, the act of description should

never overtake its visual subject, just as the domestic in her poetry never overwhelms or
Adomesticateso the foreign. Description r
instead, represents a reflexive coexistence. As the history of the stiptradition

shows us, the question of the familiar and the strange is fundamental to the genre: the

staging of self and other in W.J.T. Mitchell's assessment involves first recognition of
difference, followed by a hope for sameness. In Mitchell's paggnodel, however,

that hope dissolves into fear that the verbal will be subsumed by the immediacy of the

visual. Bishop's ekphrasis, however, does not respond fearfully to the foreign or the

strange. Instead, it negotiates relationships between tiveogh description, prolonged

observation, and responsiveness, demonstrating a curiosity that is fiovekiéd, but

“*4Helen Vendler, "Domestication, Domesticity and the Otherworldlyotld Literature Today51 (1977),
23.
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selff or getti ng. Bi shopds accumul ation of det
characterizes her ethic of looking and dispigyis most recognizable in her ekphrastic
work. Dynamic and discursive, Bishop collects descriptive detail that she shares with her
reader in open and suggestive ways.

Due to Bishopb6s et hical approach to her
additional affinities for the Dutch approach to art. Tine Art of DescribingSvetlana
Alpers articulates two aspects of Dutch visual culture that echo attitudes found in
Bi shopds poetics. First, she emphami zes t
eye and the craft of description. Second, she outlines another feature that we can also see
as part of Bishopd6s own ethical a&lgspr oach:
marketplace rather than owned and enjoyed by an elite few. UnlikésBamee Italian
art, which depended heavily on a system of patronage and limited the circulation of art to
a wealthy aristocracy, Dutch art was exchanged as a commodity in the common
mar ket place and by depicted Acomalannd subj e
standardé® Portraiture, still life, and landscapes represented in Dutch painting describe
Apl easures taken in a world full of pleasu
possessions, pleasure in petsd). Jusiasns, the <ch
significantly, Alpers links the Dutch concept of art as a commodity to our more
twentiethcentury, middleclass consumption of art as

aliquid investment like silver, tapestries, or other valuables, where
pictures were bought from artistsd shop

“>Svetlana Alperdhe Art of Describingi | n t he Renai ssance this world was
figures performed significant actions based on tkestef the poets. It is a narrative art. And the

ubiquitous doctrineit pictura poesisvas invoked in order to explain and legitimize images through their
relationship to prior and hallowed texts. o
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possessions and hung, one presumes, to fill space and to decorate domestic
walls. o (Al pers xxii)

Art that took Dutch daily life as its subject was also a commodity exchanged as a routine
part of it, uniting the practical and domestic concerns of food, shelter, and employment
with the pleasurable, imaginative, and descriptive activities of obsenaatbdisplag a
symmetry that Bishop appreciated.

Ease of access to and exchange of works by primitive artists shaped part of the
Dutch artsodé allure for Bishop as wel | . Wh
observer, a practitioner, a patr@student, and a friend to painters and sculptors,

Bi shopds own art of poetry more frequently
practitioner. In addition to her appreciation of Alexander Calder, Joseph Cornell, Kurt
Schwitters, Paul Klee, Reésrandt, and Vermeer, Bishop championed those she called
Aprimitive artistso such as Gregorio Val de
exchanged, and appreciated in local settings, and correspondingly, the Key West local
celebrity of Gregorio Vigles, who displayed his artwork in a barbershop window and

who was eager to work for the modest commissions that Bishop could afford appealed to

the young poet. After purchasing her first painting for $3, Bishop offered Valdez $300 to

paint the home sheas renting. Beyond the economic and social advantages, Bishop
favored the primitive painterds attention
observations. Describing her affection fo
attention to detailandt cr aft smanship, for her a defini
aesthetics, which she recalls as uneven in an article f@aitiisan Review

The classical ideal of verisimilitude did not always succeed so well,
fortunately. Gregorio was not a grgainter at all, and although he
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certainly belongs to the class of paint
was not even a good Aprimitive.o Hi s p
They are almost all copies of photographs or of reproductions of other

pictures. Usually, when he copied from such reproductions, he succeeded

in nothing more than the worst sort of
he copied, particularly from a photograph, and particularly from a

photograph of something he knew and liked hsag palm trees, he

managed to make just the right changes in perspective and coloring to give

it a peculiar and captivating freshness, flatness, and remote@P<8)

For Bishop, the distinction between the g
painter hinges upon attention to detail, that in its excess estranged or obscured the
familiar aesthetic subject enough to make it new. Ggere25andFigure26 for
examplesoVal desbés painting.) Bishop, who dabbl
Aprimitive paintero of sorts demonstrated
existence in her watercolors by foregrounding unremarkable materials of daily life, such
as eéctrical cords and power lines. Obscuring the central égbjgchome, a church, or a
city municipalityd with objects such as verandas, windmills, utility poles, and palm trees,
Bi shopds watercolors change or crgionpol i cat e
the act of observation itself. (SEgure27 andFigure28f or exampl es of Bi s
watercolors.)

In their visual arts, Bishop and Valdes find pleasure in the farwibaal
ephemera often overlooked or unseen by primitive writers, whose works Bishop did not
enjoy:

Where primitive painters will spend months or years, if necessary, putting

in every blade of grass and building up brick walls in low relief, the

primitive writer seems in a hurry to get it over with. Another thing was

the almost complete lack of detail. The primitive painter loves detail and

lingers over it and emphasizes it at the expense of the picture as a whole.
But if the writers put them in, the @gls are often impossibly or wildly
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inappropriate, sometimes revealing a great deal about the writer without
furthering the matter in hand at all. (CP 46)

I n this excerpt from AU. S. A. School of Wr i
primitive painting &ove primitive writing is its concern for detail and the ability to
include increasing detail without overrunn
between primitive painters and poets is instructive to our understanding of the self

forgetting ather than selinvolved position of the artist. Whereas increasing visual

detail causes the painter to focus intently outside of the self, excessive verbal detail works

the opposite way privileging the self over the visual subject. Similarly, Alpers

identifies attention to detail in seventeesttntury Dutch painting, and points to it as one

reason Dutch art had received relatively little attention in European art history. She
writes: fiThe problem faced by a ,hhaowvwdeern vi e
see what is special about an art with which we feel so at home, whose pleasures seem so
obvi ou s®Alpérsexplaing that art history values the foreign and the unknown

over the domestic, making it difficult to explain the significance amieszement of the

Dutch arts in comparison to the Italian.

regarding primitivism also defines her early attitude toward how significantly details

shape a poem or story as a whole by relating it to its constitadst p

0 Scholars such as Giorgio Vasari, Heinrich WélfflindsErwin Panofsky, according to Alpers,
institutionalized the valuation of Italian narrative painting within the academic discipline of art history.

Whereas I talian painting relied heavily onsynarratiwv
accesso (xxii). Bi shop finds in the pri miatdi ve pain
she insists that to | ose oneself in the process of
whol ed0 i s mor etoriplarts thankihe eerbaln t he pi ¢
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Figure 26: Painting by Gregorio Valdes and owned by Elizabeth Bishop
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Figure 27: Watercolor by Elizabeth Bishop

Figure 28: Pencil and Watercolor by Elizabeth Bishop

Bi shopdbs choice of ekphrastic subjects
distinguishes her from her contemporaries, such as Jarrell, Lowalynien, W.D.
Snodgrass, and Anne Sexton. While her peers consider works by masters such as
Al brecht D¢rer in Jarrell 6s fAThe Knight D
in Lowell s AFor the Union Deadoasicr as Sno

poems on Vi ncSany NigitaBshoifoxes Ingy wew and her poetry on
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subjects more humble, perhaps domestic, and even populist: maps, National Geographic
photographs, dil apidated | ocal moherowrent s,
desktop as she does in Al12 O6Clock Noon. o
and subjects of daily life, Bishop sets her sights on the art that exists in the daily (or at
least potentially daily) middle | ass communi ty. elibBratsamdb pods cho
anxiety producing, since focusing on fAmino
work as fAminiaturisto and to her as a Apoe
significant figure in contemporary poetry. Susan Rosenbaambe r at es on Bi s hc
concerns about her literary reputation, noting that:

éshe felt that such | abels, in their re

gender and value, relegated her to a secondary status. In the Romantic

tradition, the miniature was agsated not with the transformative power

of the imagination, but with fancy, a mental faculty defined by its inability

to transcend the visual, the material, the contingent or particular; thus,

fancy was characterized by the accumulation of miniaturtsilgdby its

status as a derivative craft, and by the logic of the copy versus that of the

original (62).
Bishop faced the qualified praise of her peers as a descriptivi@ poetvaluation that
could potentially rel sgatte meent awd ivdét, atdo tti foe
confronted with her professional anxieties
and detail, her resistance to American postwar infatuation with the large, and her
selection of unlikely, familiar, and domestigogkastic subjects, in retrospect, distinguish
her work and her status as a fAmajoro Amer.

between Bishop and her more Romantic contemporaries, Eavan Boland compliments her

At he -®RomantiJAmericanpoetdfer generationo (80). Acc

““See Susan Rosenbaum, AEIl i zab edlolrnal®iModen piteratarel t he Mi n
28.2 (Winter2005):669 f or more discussion of Bishopbds early
hyperfocus on miniscule detail.
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Bi shopds fnearth is not represented as a dr

Instead, she celebrates the separateness, the awesome detachment of the exterior

uni verseo (74). B o tyand der nefusal toalkws heBartistibegp 6 s h
to occupy the center of her poems as a significant contribution to midcentury pdetics.

I n the critical discourse about her wor
descriptive at t estrangevaenitagity, $or heroespeatofibssb j ect 6 s
autonomy, and for her willingness to emerge changed from the experience of [Goking.
Undeni abl vy, Bonnie Costellobs work on Bish
and her visual skepticism in landscaj@scription inPlanets on Tableand in similar
earlier essays | ocates Bishopb6s intense co

Rosenbaum explores the significance of sma
attitude toward museum cultureamd t as a commodi ty, whil e Me
essay considers Bishopds methods of obseryv
Bi shopdos descriptive impulses to that of J
Bi shopdos carefultobsenvaAaRepnesasnti dgatlke O
among Mi khail Bakhtin, Elizabeth Bishop an
Samuel s relates Bishopodos affections for Pa
simultaneous strangeness and familiarityhef object in view, a stance that Samuels sees

as respecting the autonomy of the displaye

“®Ter r enc e WilliangCQados Wilizsns and the Ethics of Paintidge scr i bes Wi |l |l i amsd e
construct a noronfrontational and mutually accommodating relationship between art and poetry using
Julia Kristevads theories of psychological transfer

interestingwaytsc ead t he deferred gazing and askance gl anci
“Judith Saundersodés fioLarge Bad Pictured and O6Ri me o
Moderni st AestheticsoO compar es Biisghomopsrpgseoaadn wi t h C
commerce.

C
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emerge changed from the ekphrastic encounter. Through words like weave, skin, net,
and deep surface, Samuels gesturet owar d t he need to under st e
active network that is porous and receptive as well as tensile and resilient.

Recently, Zachariah Pickard, inhisbdek i zabet h Bi shopob6s Poet
Description ar gues t hat Bi secongidesed gkpghmadtic bpcausdiito u |l d r
does not depend upon readerso6 prior awaren
ekphrastic poetry by Bishopbés peers, Picka
familiarity with the image to take the plaoc&describing it in order to narrate the image
into another purpose. Bi shopds choice of
description, for Pickard, place Bishop outside of the ekphrastic genre, a point with which
| obviously disagree. Rathé8,i s hopds et hical approach to t
appreciation of the Dutch painters and the primitive, and her concentration on heroic
observation place her firmly within an ekp
to the social situatmof the genre, but with more subtlety than, perhaps, her
contemporaries; however, Bishopod6s work 1is

consciousness of the social contexts in which she produces a verbal representation of a

visually signifying subject or her audi ence. Exploring Bi :
description informed by her ethical sense
Monument , 0 the following chapter wil/l use
Bishop respondsto atraditionf | ooki ng and representing th

networks of descriptive detail are suggestive of relationships between poetry and the

visual arts that do not fAturn upon the axi
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Density and Description

In the contexbf a literary oeuvre attuned to the pleasures, responsibilities, and
dangers of observation, Bi shopds ekphrast.i
between speakers, the works of art, and readers as an ethical response to the visual arts in
themeli um of | anguage. Rat her than viewing
retractions and revisions, this chapter uses network visualizations to demonstrate that
Bi shopds alter at i-destriptonsduld audensemetwotk®f, and r e
connections hr ough an assembl age of descriptive
Aheroic observationodo accumul ates descriptdi
another, in an attempt to hold them all in view simultaneously, and the effect of that
accumulatio is that it destabilizes her authoritative view of the object, inviting her reader
into the act of creation through the need to select, organize and interpret a descriptive
coll ection. The descriptive relatindamship
as a network, we can better understand thefdultime nsi onal ity achi evec
ekphrasis and by extension perceive more fully the degree to which Bishop uses
description to resituate Ainmeskod,nosengagend Ar e a
readers in the very act of heroic observation she employs herself.

Although her ekphrastic poetry has received considerably more critical attention
of | at e, Bi shopds ekphr aengtrsstudies sf haowehe er b een
genreoperateS.Pos i bl y this can be explained by the

occupies within literary history. Recalling a critical tradition in which description is seen

Foressaf ength studies of BiRhoemMaerk,phSwsarn.c fpbleitzahe
the Miniature Museum. 0 Jour nd9%9 Porfta Md dRo mniLe t @o xatt allr le
chapter fAsEHdm asdred ht BBa Ar t Inthé FraneEdd. Jane Hedfeye Nick Halpern,d i n

and Willard Spiegelman (Newark: University of Delaware Press, 200991835
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as inferior to narration, and consequently in which description in ekphrasis is seen as a
Afdewbdtkh fragmento or HAinterruptiono or Adi
description has received surprisingly less critical attention. One notable exception is
Ter r ence WilliangGaaos Willissns and the Ethics of Paintjnghich argues
that paining provided for Williams a model of description as a resistance to the
representational Avi ol enceo of symbol i sm.
description, we have yet to create a critical language that adequately explains how
descriptionwork i n | i t er a tTherAe of Desdfiptiomegind  tegtify this
lack of metalanguage from a creative perspective and may help readers understand the
richness and diversity of poetic descriptidn. n t he readi ngs of Bi shec
follow, | suggest modes of description that Bishop uses, and in doing so point specifically
to how alterations or adjustments in Bisho
relationships between her visual subjects. By shifting, revising, and reversongptiles
modal ities, Bishopdbs ekphrastic poems cul m
between poetic subjects.

Bi shopds ekphrastic poems have three de
equivalencies, classifications, and proximities. Ngviluidly from one descriptive
mode to another, Bishop holds an object in view while at the same time avoiding the
dangers of scrutinizing it. In her equivalency mode, Bishop relationships between objects
with one another through literary devices of rpétar, or by comparing or juxtaposing
amounts or measurements or proportions of two or more objects at a time. Some of

Bi shopds most memorabl e descriptions creat

*1 Doty, Mark. The Art of Description: World Into Wor@raywolf Press, 2010. Print.
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Aabout the size of audoihgr weighdoi hniRdéam
Generally equivalencies are expressed in a matter of degrees, which allows Bishop to
tinker with scale, expanding and coll apsin
resituating or adjust i pedivesdnethe cbpataheer sé6 and
description.

The second modeclassificatio® establishes affiliations between visual subjects
by considering why they belong or dondét be
begins by identifying a shared charactieisvith a class of color, type of object, size,
shape, or material, but then in almost the same breath questions those categorizations by
highlighting the ways in which an object does not fit comfortably into the category and
starts over thadglescriptive appBach is lleppdogimate mode in which
description draws relationships between objects based on perceived or actual spatial
distance, ordinal or causal orientation, or adjacency and juxtaposition. Bishop deploys
the proximate mode thrgh the use of directional cues, such as: near, far, between,
above, and below. Since distance between objects depends heavily on the perspective of
the viewer and the viewed, and as a result
perspectives in theggm allow her to refuse a single vantage point as speaker and to keep
descriptive relationships between visual objects open and fluid. In the proximate mode,
descriptive relationships form around the language of spatial orientation, such as
juxtaposition,adjacency, order, or arrangement. Bishop orients herself or disorients the
position of her concentrated gaze with radical shifts in perspective. In conjunction, these
three descriptive modes work together to destabilizediw@nsional, static views die

visual subject. Shifting, reasserting, and retracting causes bishop to draw increasing
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numbers of descriptive relationships between poetic subjectivities in order to populate the
poetic network with descriptive ties that suggest social and ethitatiett toward
looking and representing.

Throughout the chapter, | use the word density to explain the effect produced by
Bi shopdos shifting between descriptive mode
speaker, the reader and the object in view. Asidteork becomes increasingly dense
with descriptive detail, the number of edges, the centrality of the author, artist, and reader
diffuses and reading the poem requires selecting, organizing, and prioritizing possible
descriptive relationships in order fitre reader to see with the speaker. For example, in a
hypothetical network, fewer edges shared among nodes increases the likelihood that one

of those nodes might have more edges than other nodes. For eXagye29

Figure 29: A sparsely connected network. In this hypothetical network, there are 10 people
represented by nodes. The edges represent correspondence. By looking at the graph, one can tell
that the nodes with the most edges havthe highest degree of centrality in the network.

Created with NodeXL (http-/inodexl.codeplex.com)

164



Bevery

Heather

Lindre

Diane
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Figure 30:A dense network: A continuation from Figure 29, this figure represents the same number

of nodes as there are ithe network graph in Figure 29. However, the number of nodes in this

network has doubled, but as the edge density of the graph increased (more nodes in the same amount

of space), the centrality oed Moraddyssshmnecamongthe Di ane 6 s
same number of nodes will reduce the centrality of any single poem.

The difference betwedrigure29 andFigure30 has to do with how many edges are

shared among a set number of nodes. In other words, as Bishop creates descriptive
associations in the ekphrastic poem and as more edges are added to the same network, the
centrality, meaning the ability for any one noderfluence the network, diminishes.

Simply put, higher density in the network means more edges between the same numbers

of nodes. Density has an inverse relationship to the degree of ceatthktyhigher the

density, the less likely it will be that @de will have a high degree of centrality within

the network. Because it represents the cumulative effect that results from layering

descriptive types, graph density is one me
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decenters the poet/speaker agatmoritative voice within the poem as part of her
method of heroic observation. In doing so, she both educates readers in that method and
thus invites them to appreciate the austerity of the visual subject, a process that
demonstrates an ethical alteimatto the dynamic offered in the critical models from of
Mi t chel |l and Heffernan. The foll owing exa
of three descriptive modes decenters the centrality of the speaker and creates a dense
network of verbalisualexchangdt he desired ends to fiheroic
Mapping Description

Originally published in 1935 ifirial Balances Bi shopés fAThe Mapo

a poetic career in which considerations of the limits and responsibilities of description

playarecurrigr r ol e. Bi shop connects the mapds m
mapbébs surface and visual subjects through
By visualizing the poemb6s descriptive netw

poem aredcated at the periphery such that no single maker possesses an authoritative

view of the map or its visual subjéct he r epresentation of the E
description that creates equivalences, estimates proximities, and classifies enkiges in t
mapbébs net wor k, Bi shop demonstrates how fAhe
mode of observation and display by creating depth and dimension.

As the subject of an ekphrastic poem, a map is an unconventional choice. Largely
utilitarian, mapsme consi dered to be tools that help
features and jurisdictional boundaries from a much wider, overall perspective. Humans
are too small and too close to the earth to see it without the imaginative and technical

powers of mps (and more recently photography) to perceive how the earth might
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Areall yo | ook. I n the early twentieth cen
John K. Wright pointed out that maps have aesthetic responsibilities in addition to
scientific and phitical ones. According to Wright, maps with dull colors, imprecise lines,
and sl oppy printing and |l ettering inspired
mapo6s VieHreaairtgu.ed at the time that the fAart
interdependentlwi t h t he rules and science of fAcart
During the years between 1920 and 1950 and in conjunction with a growing
tourism industry, pictorial maps experienced a resurgence of popularity. According to
t he Li br ar ymapdnd darographyarshsvé: s
The panoramic map was a popular cartographic form used to depict U.S.
and Canadian cities and towns during the latéar@i early 28 centuries.
Known as norphotographic representations of cities portrayed as if
viewed fom above at an oblique angle. Although not usually drawn to

scale, they show street patterns, individual buildings, and major landscape
features?

Maps are perhaps one of the few universally recognizable pictorial subjects. Many
cultures depend on thers tols and as a way of conceptualizing and abstracting
geographic features, national boarders, and transportation routes. In Western visual
culture, maps begin to be displayed as art within as aesthetic objects in homes, and by
choosi ng a bjeotaBisbop eefers tb & visuabrepresentation with which

every reader has some familiarity.

2JohnK. Wright insists in AA Bi$¥oh8 No3Jut, 1926) 47731t ory of
that humanistic inquiry should contribute to scientific geographic understanding. In making such an
argument, he points to Ablaneaf@odneosn whichtuntheldnb ol dt 6 s sec
articulates a history of poetic descriptions of nat
contemplation of the physical universe. Wright also points to a previous is@sogfaphic Reviefrom

1924 inwhichter e i s an extended discussion of @Al ocal colo
monography falls short of the geographical truth.o
“AMap Collections Home Page.o® The Library of Congre
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Maps, the spati al representation of the
boundaries through means unique to images, such as shading and texture, @md @ish
map turns on a descriptive process that creates a denser image whereby the complex and
graduated boundaries come to |ife. Bi shop
connections, as well, between visual subjects (land and water), jurisdictionmedtaorl
boundaries (Newfoundland, Labrador, the Strait of Belle Isle, and Norway), printers and
poets, writers and readers, by creating a descriptive tension between them, destabilizing
seemingly static relationships to create a more complex undergdodimw each
entity is both like and unlike the objects surrounding it.

The opening lines of fAThe Mapo describe
ALand |Iies in water; it is shadowed green.
relaionship between the two geographical featérese inside the othérand classifies
the land by the color green. Both claims seem indisputable on the surface, even if the
connotation of the verb fAlieso0o seems to st
relatons hi p. The poembébs network begins to po
(sea) by means of their spatial relationship to one another and then by their color
(proximity and classification). For example, shades of green and blue are conceptually
proximate because green is comprised of both blue and yellow; however, at the same
time we know green is not the same as dlaanethod of classification. This crossing
back and forth between features of the map builds a sense of the earth in which its

features are contingent upon one another.
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Figure 31 Water and Land Relationships

To build my visualization, | began by recording my observations of the way in which the
terms water and land were connected through descrgs@ciations. In each of the

graphs to follow, relationships established by classification are represented in solid green
lines (50% transparent) and the blue, dotted line (edge called an edge in SNA) represents
descriptive connections created by proxjmit Relationships established through

descriptive equivalence (not yet apparent in the first line of the poem) will appear in red,
dotted | ines. By using the term Agreeno t
be described as distinct froimet blue water), Bishop creates a relationship between the

water and the land based on their difference: water/blue and land/green. As the poem
unfolds, | have represented in NodeXL each descriptive relationship as demonstrating a

relationship betweentheany vi sual el ements of the map

*¥ One of the challenges of creating a visualization of a social network is that layers of edges (lines between
nodes) are displayed on top of one another. | have attempted to represent the three different types of
description using three separate colord graphical representations. Green solid lines represent
classification. Blue dotted lines represent proximity. Red dashed lines represent equivalency. This
limitation of the software was not something that could be modified at this stage of reseamberh

future work to make the multiple sorts of layers more easily discernible will help further clarify the three
types of relationships. For now, the three types of lines should, when layered one upon the other, show
enough of a trace of each to mdkeir presence visible.
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descriptive approach: classification, proximity, and equivalence. Line by line | have
worked through AThe Mapodo performing a cl os
edge for each descriptive statent in the poem and a node for each of the two things the
descriptive statement connects. In the NodeXL table, column A names the node Bishop
begins here statement with, and column B lists the node to which column A is compared.
The third column listshe color of the graphic representation of the descriptive statement
according to the mode of description Bishop uses: classification, equivalency, or
proximity. The fourth column describes the width of the edge in the graph followed by
the stylistic featres of the eddg either solid or dotted, and the next column to the right
determines how dark the edge should be. In column H are labels that define the
descriptive mode Bishop uses to draw a relationship between the nodes. Finally, column
N lists the petic line or part of a line in which the description appears.
For example, the next lines in the poem:

Shadows, or are they shallows, at its edges

Showing the line of long seaeeded ledges
Where weeds hang to the simple blue from green.

begin to take shipe as follows in NodeXL:
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point that the greeis variegated and influenced by its relationship to its surroundings,
which is to say its proximate relationship to the water. The edge between land and water
is recorded in the table as both classification and equivalence: they are categorized as

separat color® blue and greeh but equated through the use of the modifier

Ashadowed. 06 The second |Iine of the poem ge
to destabilize the initial <classification
ishal | osestanuanzed plteraative in terms of equivalence and to place it in the

~

bet ween spaces of the words fAedgeso and Al
the visual map, appearing in gradations from greens to blues, the weedy transition
betweenand and sea. The second half of the stanza similarly personifies the land while
it casts suspicion on the | andods passivity
shift in perspective creates another layer of description based on the proxtwigeh
the |l and and the water. Land mani pul ates
perspective becomes subject to alternating \dedses the land extend up from the
water or reach down into it? As a result, layers of equivalencies and firegienact
radical shifts of verbal perspective, creating a multidimensionality within the verbal
representation of the visual. Similarly, the pushing and pulling of the land and the sea
mi mics the assertion and r e aesthesshatowewamd of Bi
the shallows, ledges and shelves, sea weed and weeds; subsequently, the verbal blending
of borders creates a sitie side awareness of boundaries and the limits of their
distinctions.

Visuali zing the abov ddescaptive layers necordedlinngo a

tabular formatFigure32 shows how relationships between visual subjects grow in
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number a ndThedamd ainckthe water occupy the most central positions within
the network because they are repeatedly connected to one another and have the highest
total number of edges overall. The other visual presences, such as shadows, shallows,
edges, and ledgéisat mark borders are also connected to both the land and the water,
and yet they are less central to the poetic network because they do not share as many
network edgeg® The accumulated connections between the land and the sea through
shadows/shallows dges/ledges, green/blue, above/below, tugging/lying creates a

linguistic depth to the flat map. While the map gestures toward geographic boundaries

with shading and texture, Bishopb6s increas
bet ween t MeTl héen ovthepsod anfd consequently increa
density.

% Note that the graph in Figure 7 represents data from the first stanza only. Figure 8 represents the second
stanza, and Figure 9 represents the entire descript
®The use of the wo rhdscdntusing.eEilgeiisbothttHe ivard thmieBiskop uses po

describe the border between land and sea, as well as the social network graph language that describes the

lines on the graph. | have tried to reduce the use of the word here to only those snstaaresit is

necessary, but | continue to use the word, as it is a significant one for both purposes.
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Figure 32 First stanza "The Map" descriptive network: Each node on the network is labeled with

its corresponding name i n Bibtehlvo pobtsthaltbeedescriptivel he nodes
language of the map uses to create relationships. Description based on proximity is represented in

dotted blue lines, relationships in pink represent the drawing of equivalencies, and green lines

represent classificatiors.

Refusing to reduce it to a simplified, flat image, Bishop establishes an ethical
approach to representing the map as the po
the complex and nuanced boundary distinctions between land and water which the visua

map represents in shades through by creating multiple layers of verbal descriptions. Each
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reworking of description, which turns on t
ways to fisee0 the relationshicpukbegeadashbl| i she
companionable approach rather than a competitive one. The map, as Bishop renders it, is
a visually rich and representationally sophisticated approach in which viewers can
understand and fAseeo0 t he eiamotirmniediatelyur f ace f
accessible to us.

Whereas the first stanza builds a descriptive density akin to the shading and
texture of the visual map, the second and third stanzas pull the map, its creators, and its
viewers into the descriptive web of the podfig(ire33, below). Though the descriptive
qualities of the first stanza create a mdithensional understanding of visual and verbal
representation, the secom®dde™ltectivezeadingndt r od uc
viewing identity of the poet and reaéleand the printer, who produces the map. The
next visualizationfFigure33, represents the same reading process, assigning descriptive
categories to each statement as wasothsinated above, except this time for stanzas two
and three. As readers and r@pators are drawn into the network, description turns

more heavily toward classification.
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Figure 33; The second and t hi rowsthetnamber af edges feprésdnting Map o s h
modes of description increase. As they do, the nodes associated with the water, the map, and the land
share the most edges.

The second and third stanzas popul at
relationships. The land amdhter become associated with the
peninsulas of Labrador and Newfoundl
Bishop describes it, cities and towns, as well as bays, each of

which are named on the map. Naming, however, connects the

visual space of the map to the verbabinen of the poem, Bishop

explains:

The names of seashore towns run out to sea,

the names of cities cross the neighboring mountains

0 the printer here experiencing the same excitement
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as when emotion too far exceeds its cause.
Associ at i n g thusiasn topthe trandgressionsof beumdaries between the water
and the | and Bishop contrasts the printero
gl ass barrier between the fiweo and the map
these lovelybayg, under a gl ass as if they were exp
cages fAinvisible fishd prevents the mapobs
displayed.

Bi shop is |ikewise committed to the map
secom stanza and the historians and magkers (who are not the same) of the third
stanza perform different roles in the proc
printer, someone who reproduces maps, responsible for the spatial arrangement of names
ont he mapdés surface. I't i s worth remember.i
matter of creating impressions, pressing ink onto the static surface of the page, and
Bi shop suggests that the printerdés emotion
cross vVvisual boundaries, intrudes in the <c
bookended by a series of metaphorical equivalencies established by descriptions that

connect the Awed (the readers a&caedtot he spea

bl ossomd), the map (fia clean cage for invi
feeling for the smoothness of yard goodso)
the i magination placed on r d@eidgamap,andl n t he

Bishop questions where the point of balance exists between emotional detachment and
excess: should we view through glass or allow our imagination to become part of the

creative process? Fewer descrirpandtee connec
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mapdébs visual subjects push them to the out
guestion the perspective from which they are able to approach their task: representing
something from a perspective they have not seen themselves and thahtbelyca

partially conceive of because of their unique role in the-making process.
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Figure 34: Descriptive Network of "The Map" As in the previous two figures, the edges in the graph
represent the descriptive relationships Bishp creates through drawing equivalencies, proximities,

and classifications. The sheer number of edges as
pushes the Amakerso (poet, we, printer, historian,
obscuring their fAviewodo in much the same way that Bi

peripheral view of the visual subject.
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The visualization irFigure34 suggests that the makers of the map enjoy few
direct connections to the geographical features represented on the map itself and
highlights the peripheral vantage point fr
represented physically within the mays, areators remain on the outskirts. The speaker,
readers and the printer may be connected to the map through their eagerness to draw
equivalences between visual subjects (represented in red, dashed lines), but the historian
and mapmaker are more frequéptconnected through their ability to classify
(represented by green solid |Iines). The i
domain of historians and mapakers, charged with assigning coldtsThese two
disciplines classify geographidaatures historically, politically, and topographically.
Calling into question the process of selecting map colors, Bishop writes:
Are they assigned, or can the countries pick their colors?
--What suits the character or the native waters best.
Topograply di spl ays no favorites: North©©Os
More delicate than -mahlkerhs 8twaliams.6 a
Asking who can assign colors extends Bisho
possible that historians and mayakers, whose pgpectives are limited in scope and
access, suffer the same distortions of perspective which Bishop uses to create dimension
and complexity in her verbal rendering of the map? Located at the edge of descriptive
discourse, both the makers and the integosedf the map participate in creating the

larger network of description in order to make meaning. By displacing the printer,

hi stori an, cartographer, poet , and reader

" Understood as distinct from printers who reproduce,-mafers are cartographers, trained specifically
to draw maps that allow us to classify theleaits s ur f ace t hrough a combinati ol
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defuses their linguistic and represédiatiaal authority no single maker can occupy the
omniscient perspective that, perhaps, a map implies.

Printers, historians,and mapa k er s, and by association f
subjects of the map, land and sea, from the edges of the network, ratHeorthés
center. As a result, the map and its visual and verbal renderings tell us as much about
those who made it as they do the geological features it supposedly describes. In political
maps, colors distinguish between national boundaries and popslatd may have a
tacit effect on the viewe rédlesytabilitgadgolori on o f
selection, akin to the push and pull between blue sea and green land, are laid bare as
choices made in the process of representing the land by visual and verbal means.
Reflecting the struct ur encludinglinbsenakeoe més f i r
seemingly declarative statements that in light of the rest of the poem become less
definitive than they sound at first. Topo
may fAdisplay no favoritesarhuwhtdst lsarrvraictei (g
certainly does. Representing north and west, sea and land are distinctions that require
collaborative and relational activities between historians, whose narratives create a
chronological depth to the map by tracking the wayshiciwwars, politics, geographical
events, and economics change national character and boundaries, and cartographers

whose artisanship draws distinctions reflecting historical, aesthetic, and technical

judgments.
%8 Similarly, a 1924 issue @@eographical Record ot es t hat a 1921 issue of Rob
Stories of Americao was published specidourseal |y for

The volume elucidates sixteen various way-660)i n whi ch
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Bi shopdos met hod o fquestiomiocguandreasserting freshs s er t i n
description forms the internal structure o
authoritative stance from which to describ
changes in perspective, and the blurringairdaries to first render her visual subject
and then to train the reader to select, prioritize, and arrange the elements in the map to
bring it into view. Bi shopds map, 1 n fact
St evens0s | ar heithan ofdermgnandnsaking sense Bf #stsurroundings,

AThe Mapo teaches and then depends upon re
seen. The reader must navigate the network of descriptive equivalences, classifications,

and proximities choosingdm them, ordering them, and then rendering them in the

mi nddsa epyyeocess similar to the printerds in
reader and poet collectively reproduce the map, and in doing so must also avoid the
emotional excesses committeglits printer. Unlike the ekphrastic situations in Joan
Murrayos poem in the introduction or EIliza
in chapter two, Bi shopds poem decentralize
voice and increasesthea der 6 s access to the ekphrastic
mapbdbs entities depend on one another 1in or
poems in this study, though, Bishop addresses the ethical stakes in creating such
reproductiond allowi ng oneds own fiemotion to exceed

On one hand, in this section | have used social network analysis to assist a close
reading of AThe Mapo in order to demonstra
and dimension Bishop establishes ia foem in service of her ethical representation of

it. At the same time Bishop critiques assumptions we make about maps, and by
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extension other forms of representation such as poetry. On the other hand, this section

also suggests methods by which the patational powers of social network analysis

programs such as NodeXL might enhance our readings and interpretations of ekphrastic
poems. For example, designed to compute centrality, social network analysis appears
particularly suited for reconsidering theominence and centrality of poetic nodes within

the ekphrastic encounter as a means for redrawing an ekphrastic model that can be fluid

and flexible. Similar future studies extend could be made of the networked reading of the
poem. While my diagrams feeinclude at least one edge for each of the nodes in the
poem6s network in order to demonstrate how
more connections could be added to the network which reflect more nuanced readings of

the poem. For exampledb not include much of the descriptive subtext in the poem.

Il ncluding more relationships wouldno6t <chan
all; however, if someone wanted to explore more fully the computational powers of social
networking to calclate centrality or degrees of relatedness between poetic nodes,

increasing the number of descriptions through more deeply interpretive readings might be

an interesting direction to take this form of analysis.

Descriptive Dialectic in AThe Monument o

While the previous section examined a network comprised of descriptive
relationships between poetic entities, this section turns to mapping the discursive
unf ol ding of Bishopdbs poem AThe Monument 0
of Bi s hop 6 stablsh an ethigaltretatiohship between her verbal representation
and her visual subject . Visuali zidng Bi sho

public art that marks collective, significant events, locations, and @ea@monstrates a
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radical departre from similar ekphrastic poetry on public monuments by not only
including responses by imagined interlocutors but also by allowing those imagined
alternative voices to intervene in the creation of the monument itself.

To addr ess Bi sdtrpivé mocats, Ihave tursed to existihg
schol arship about the usefulness of SNA in
relationships that questions existing assumptions about genre. For example, at the
Association for Computational Linguiss Annual Meeting in 2010, David K. Elson,

Nicholas Dames, and Kathleen McKeown presented their work with SNA to extract and
model discourse in Victorian fictioP®. By creating a script that could identify and

extract conversations from large volumeswéight text, Elson and colleagues created
networks in which characters were associated with one another if they were present for
the same conversation. Studies of the Victorian novel have assumed for a long while that
face to face social interactionsurban settings are of lower quality and frequency than

in more intimate rural settings. By using the computer to recognize character names, to
associate names with quoted conversation, and to match the name and conversation

network to interpretive datdaut the setting in which the conversation takes place,

®SeeEl son, David K., and Nicholas Dames, and Kathlee
from Literary Fi cet48thoAmnual Mdéeting af theeAdsoaiatjos foroClomputational

Linguistics. Uppsala, Sweden: Association for Computational Linguistics, 201014B8Neb. 17 Apr.

2012.
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Elson, Dames, and McKeown demonstrate that frequent, extended conversation is as
likely if not more likely to occur in urban settings than rural dtles.

Whereas previous studies that use SNA to stlisigourse networks use
computational approaches to collecting discourse data at scale (61 novels in the case of
the Victorian novels project), | am beginning on a much smaller scale by looking at a
single, specific poem to see whether or not discourseonietveould be usefully
extracted from ekphrastic texts on a mi@weel first and potentially evolve into a larger
scale, unsupervised stufyBi shopo6és fAThe Monumento serves
begin because it relies so heavily on descriptive ceatien to create its visual subject.
Furthermore, visualizing Bishopds poem as
scale the kind of gerweritique which is commonly attempted through lasgale studies.
If ekphrastic poems are dialectical in nmatuthen visualizing the types of discourse and
how the discourse evolves begins a process of creating a new model that demonstrates
more precisely how the ekphrastic triangle (poet, artist, reader) needs to be expanded. As
| have argued throughout, Mitdhd 6 s ekphrastic triangle 1 s i
expanding the parameters of how we employ networks as a critical aparatus, we likewise
expand the range of interpretative possibilities and the ethics associated with them.

To model adiscoursenetwk i n fAiThe Monument, o0 | am u

network analysis called affiliation networks (or bimodal networks). Affiliation networks

9 Additional studies using SNA to investigate discourse networks in@ydbergCox, Jef . AiSoci al

Net wor ks and the Language of Greek Tragedy. o0 Journa
and Computer Science 1.3 (2011):n.pagiMor et t i, Franco. APamphlet 2: Ne
Analysis. o 11 May 2Mdylrdsp Medbe t1d Rmpanc @0NMeE@retti s pa
a blog collective on thdagazine Modernismsebsite, edited by James Stephen Murgdinody, Li sa. #f
Met hod to the Model: Respondi ngAnal Fsascoe Mamgeatzti n@&s

Modernsms 22 Aug. 2011. Web. 17 Apr. 2012.
®1In computational terms, unsupervised tests are those that do not require human interventions while the
test is being run.
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in other types of SNA study individual s6 a
organizations. Instead, | have assijeach of the two speakers to the lines they speak in

the poem. Doing so accounts for the narrative unfolding of the poem and allows us to see

at which points the speakers shift the types of statements they make in response to one
another and to the monemt. Visualizing the poem as a network demonstrates how the
speakerso6 relationship to one another buil
dialectic shapes the monument in turn.

A Network of AWoodo and AWoul do

AThe Monument , ccarsmconvdrsatiorss abeut gkpheagispn
general or in discussions of Bishopbés ekph
di scussions of wo me n d"sentry. Phrticipatingina popwae t r y i
strain of ekphrasis on public aridamonuments, Bishop joins prominent male
contemporaries such as Wallace Stevens, John Berryman, and Robert Lowell, in a
centurylong conversation among American poets about the status and value of art in the
public sphere. Bi sthicalprésmonsibilitiesofdookingand i on o n
describing also make fiThe Monument o an exe
ekphrasis ani matsed | a9 tolie diswanrmivg descri
relationships between nodes in the ekphrastic netwiseknionument, its maker, its two
viewers, and the reader) are established in terms of affiliation and collaboration.
Deploying ekphrasisbés Atutelary functionbo
reader as student, B i #oh of power sfthe artisseatdar hye p o et
including in the verbal construction of the visual subject a seconddvaiceluctant, if

not resistant, onl ooker whose interrogatio
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first speaker Oevisualipresence of theeronuinentrevolves into beihd

through collaborative conversation between the two speakers. Insisting that monuments

(and by extension painting, poetry, and sculpture) are significant because they are sites of
Acommemor atrenpacBpsbapi zes the monument 6s
memorymaking as a collaborative act and a necessarily communal construction. Unlike

her friend Robert Lowell, who narrates the bronze relief by August-Gaintlens in

Boston Commons as a meangstablish his own personal, historical, and artistic
authority in AFor the Union Deadtoo Bishop
purpose rather than derivifigomit.

I n 1936 just afterOwlebtasd itidgaridéhdraltssot e St ev
Bshopds poem appear in her notebooks. I ni
frottages, Bi shopds turns her drawing into
debate over the status and necessity of public art. She does so in a characteristically
balanced way, acknowledging the crushing financial realities of the Depression and at the
same time insisting that art is most necessary at such moments, a viewpoint that conforms
with her strong continuing affinity for the respective roles that Dutchrafprimitivism
play as commodities to be made available outside the wealthier classes.

Barbara Page points to Bishopdos Key Wes
Bi shopds earliest poetic responses to Steyv

I n form and tone, BswbopoSfighendMpniimeat

Woman and the Statueo and OQGwrds Burnshaw

Clover, poems almost crushed by the burden of the past, in which

mannered minds fend off the death of things in the impending night of

cultural collapse. By contradBishop visually and verbally builds a figure

of undetermined possibilities by insisting not on the preestablished
meaning of the thingut on the activity of making, iike a child at the

186



shore unconcerned with the source of the flotsam incorporatest sand
castle. (2034, emphasis mine)

Pagebs association between Bishopod0s descri
overstates the case slightly; however, it
that Bishop valorizes in conversationgh Anne Stevenson about what she admires in
Darwinds fAheroic observation. o Bi shopds w

in her artistic product distinguishes her

review ofOwl 6s iCdleitw er Bi shop writes: AHowever, w
wonder ful about the whole bookédmaking hat it
poetry, the poetry making them, etc. o0 (Dec

poetry inOw | 0 s aftdmpts taeconcile what he sees as false binary oppositions

between lived experience and the life of the mind, and he uses the archetype of the
monument to construct his defense. In a letter of explanation to his friend Hi Simons,

St evens el ab o nsadals specifidalky with the stagué of drthin a period of
depression, it is, when generalized, one more confrontation of reality (the depression) and
the i magination (art)o (268). Stevensd c¢h
indication as to win he found it difficult to reconcile art and reality, arriving at the

encounter as one refereeing a match between two oppositional parties; however, Bishop

found in this exchange the usefulness of S
write ATéret Monufurther more, in the same | et
earl i er, Bi shop emphatically asserts that

ARTO sometimes the particular creation, sometimes an historical

synthesis, sometimes his own wérkut always his own conception of

such art. I n the first section | thoug
such art (I donét |l ike to use these wor
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reach the lives of the unhappiest people, and the possibility of a ¢hange
of something new arising from the unhappiness, €uoe(Art48)

The status of the unfortunate woman, the r
as being at odds, and her concentration on
old woman results in her consideration of art as something new, perhaps a new art, that
results from their encounter. Bi shop conti

As if the black of what she thought

Conflicting with the moving colors there

Changed them, aast, to its triumphant hue
The origins of Bishopd6s monument form out
bet ween the reluctant or even hostile obse
creatiodi n the words of AThe Monument: 0 a comm

Responding to Stevensod6 old woman with a

dialectical structureddwl 6 s ,CIBawseéiropds poem evolves as &
speaker who has an affinity for art and a more reluctant guest ordrssrdeone who
has been brought to art. The reason for going to see the monument, which perhaps is not
something the second speaker is inclined to do on her own, frames the poem as a kind of
tour in which there is a guide aseelthea f ol | o
monument? It is of woodo focuses the reade
material presence of a structure. It also signals the role of the poet as mentor to her guest,
by enacting ekphr &saridbysignpdstingt ehap§sfawat eoae:
she is stepping into a poetic convention a

(depicted in tapestry)?0o6 i n fChnanediatres Over c

%2 See Elizabeth Bergmann LoizealwentiethCentury Poetry and the Visual Adsd describethter in
the chapter.
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with a question whereby the decision to go see the monuraeraiready been made

(ANow can you see the monument?0), Bishop
the reader, while at the same time beginning a dialogue with an unannounced companion
who responds with questions of his or her own:

A Why d o tasge seh make n® sound?

l s it because wedre far away?
Where are we? Are we in Asia Minor,
Or in Mongolia?bo
And | ater: AWhat is that?d6 and AWhy did vy

crates in cramped and cr ahedidloge streatuseiofy , / Wh
AThe Monument o provokes responsiveness to
and reader. To form the graphkigure35, | began by listing the speakers in the poem.

By connecting the speakers in the poem to their respective descriptive statements in

tabular format and then to create a visualizatioRigure 35 that demonstrates thasic

discursive form of the poem. By connecting the speakers to their respective descriptive
statements in a tabular format, the resulting network visualization demonstrates the basic
discursive form of the poem. Beginning with the first speaker, | bagmented

statements as they appear in order within the text to demonstrate where the second

speaker interrupts the first (though | return to this point later, it is useful to point out that
this interruption occur s adn). dhe psubngi mat el y
net work graph represents a tempor al unf ol d
exchange between two speakers. In this network graph, | have taken a different approach
than in the previous two. Rigure35, the nodes located along the outside edge represent

l' ines in the poem as they unfold sequenti a
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Each poetic line shares an edge in the network with either the first or second speaker . As
| describefurther on, the color of the edges between speakers and their poetic lines define

interpretive attributes of the speakerds

The Monument: Network of Wood and Would / Matenal and Possibility

v i ; &:
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Created with NodeXL (http://nodexl.codeplex com)

Figure35: The discursive structure of "The Monument o Es
The edges represent which speaker each line belongs to. The lines unfolded sequentially, clockwise,

around the network graph.

The companion and interlocutoréds questions

sound, the dislocation of the landscaped the purpose of the object that the first speaker

insists on coming to see. By interrupting the first speaker, the second refocuses and
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reminds the more figuratively inclined and imaginative first speaker of her responsibility
to the physical worldrad by association those, like the second speaker, who are more
comfortable with 1it. The poemdéds opening |
what the monumens (wood) to can you see what the monunmarght be(would)?
Focusing on the wood asetimaterial which constructs the physical monument also calls
attention to the wor @ alwgustidgesturetaward p hone A wo
possibility. Expressing desire, wishfulne
guestions, destabilizes certaintpdasuggests rather than tells. As a result, the poem
becomes a network of wood and would, certainty and possibility, the literal and the
figuratived surfaces of language and art from which the two speakers in the poem draw
to create AThe Monument . 0

Descrigive statements, segments of the poem attributed to either speaker, in the
network visualization are represented as either blue or orange. Each descriptive
statement reveals the speakeroés bias towar
boxes, woodc¢hipped paint, for example) or toward its imaginative and figurative

potential (eroded air, a frottage of the sea, glistening splinters). For example, the first

speaker makes grounded physical descriptio
Abui Ixes.foO boThese | ines are represented in
monument 6s fiwoodenod or physical attributes
monument 6s figurative and i maginative pote

are ofterncharacterized by a synesthetic confusion of the wooden material of the
monument with surrounding objects. For ex

sea of narrow horizont al boardso merges at
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with its aurroundings and expands the metaphorical possibility of the monument beyond
its mere physical description (the fAwoul do
materiality).
Identifying language that is allied more heavily with the literal or figurative
aspet s of the monument with blue (fiwoodod) an
in the poem, the graph indicates that after first few statements, the first speaker gravitates
toward concrete description, attempting to describe the monument in terms weith wh
the second speaker is more comfortable, eventually dipping back and forth between
|l iteral and figurative descriptions. Howe
more figurative and imaginative, the second speaker intervenes for the fastiim
Figure35, the first statement made by the second speaker intervenes at about the eight
o6clock position in the circle. The previ
speaker are interrupted bytheseab s pe a k emiorsdd d teeueaedtliyon, A Wl
strange sea make no sound?29o
And yet, as the poem progresses, the literal voice of the second speaker begins to

absorb and recreate the metaphysical potential in the wooden box structure. After an
initial resistance, the second speaker enters into the imaginative language that shapes the
monument 6s creative possibility.

ABut that queer sea | ooks made of wo

half-shining, like a driftwood sea.

and the sky looks wooden, grained with cloud.

| t 6 sasthge et itis all so flat!

Those clouds are full of glistening splinters!
What is that?b9o
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Drifting into the imaginative speech that synesthetically combines the materials of
the monument with its surrounding, the second speaker accepts the intdation
participate in monumesmha ki n g . Finding the activity ex
she then finds it disorienting. Disorientation causes the speaker to pull back, refocus, and
search for literal language with which to ground the conviersagain.

Precariously poised at the verge of collapse under the weight of description, the
di alectical structure of AThe Monumento re
from the brink of overreach. As the wooden sea and sky flatten the ttatilines of
Athe view, 0 erasing depth and perspective,
Bi shopds explanation of fAheroic observatio
the unknowno s eems AmandMemodry irktle$Vogk oftElizabetlt ¢ u r . I
Bishop Jonathan Ellis comments:

For Bishop, observation is only heroic when there remains the threat of

forgetting oneself, of fAsinking or slid

herself by moving between these extremes, edging ayeand then the

other. Her best poems draw their energy from the sense that she might fall

at any momerd that her performance of being more or less in control
may fracture at just a single misplaced word-4$3

Just as BishopO6shei peti ns pfeolrkgeeet té snegi voebss eartv a
description begins to overtake the object itself; however, the second voice of the reluctant
companion intervenes, reminding the first
presence in view. It is one tig to flirt with the possibility of selforgetfulness and

another to allow it to happen. Doing so seals the creative act, completing the action of

maki ng. Each time the scene becomes fl att
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interrupts, asks questis, and in doing so redirects the poem, opening it again to
reconceptualization and fresh description.

As the second speaker fatigues under th
force, she admits, Al am tiredwhalitheor eat hi n
monument is cracking. o Evolving into more

of monumentmaking provides a language in which the two speakers can relate to one

another. The second speaker confronts earlier concrete descrifitBns { | t [/ | 1 ke
boxes in descending sizes |/ one abawe the
boxes, / outlined with shoddy fretork, halff al | en of f . 6 Still , the

second speakerods fatisgwea,ertylbe afmadr & rhpe i ea rodl
that the monument becomes more than a mere physical structure. Together the speakers

are drawn together into a common language that may not agree, but which moves closer
toward an ability to recognize and work with crether.

Responding to the second speakerods frus
conversation, elaborating on the descriptive associations made by the second speaker,
extending them, and connecting the figurative possibilities of the monument to larger
consideratoa of artd6s purpose. Taking up the tu
Adri ftwood sead and the sky, fAwooden, and
monument 6sS pur pose:

It is an artifact
of wood. Wood holds together better

than sea or clalior sand could by itself,
much better than real sea or sand or cloud.
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Because of the collaborative and conversational monumaking process between both
speakers, the first speaker, more adept in the figurative use of language, can respond with
figurat i ve | anguage that echoes the second spe
I n AThe Monument o Bishop allies the ver

transgress the surfaces of the real and the imagintarlg e Awoodo arfa t he i\
the purpose of fAconfusimgemmglingaand cooesingthe limBitg of the
physical monument structure through the dialectical descriptions shared between the
reluctant and tutelary speakers, the monument becomes a collective, conceptual
construction building toward meaningthrar than deriving meaning from a ggristing
event or purpose. Scanning the circular gragfigmire35 according to the narrative
progression of the poem (clockwise), the beginning of the poem depends heavily on
physical description. Reaching the second speaker through the literal description of the
monument allows for greater metaphorical description throughout the second half of the
poem, which still attending to the physical monument, begins to speculatetabout t
monument 6s history and origins, to intimat
well as physical presence.

The monument s an object, yet those

carelessly nailed, looking like nothing at all,

give it away as having life, and s¥iing;

wanting to be a monument, to cherish something.
The first part of the compound sentence reads as a concession to the first reader: the
monumentisnerelyan obj ect . Then it builds on the

toward the possibility ofvhat itwould beby imagining a life for it that extends beyond

the materials of its construction. The decorations, which have been carelessly nailed onto
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the boxes, demonstrates that there was human agency in its construction, and the result of
that effat is a particular carelessness that builds into the imagined narrative of the
monument as having an agency of its own, wanting, wishing, even cherishing. The
monument as fAartifactdo possesses a history
intentons of -mmi Maed itsut because of the fAcomme
who come to see it. Whré tntceerdo talree thbed rde § nosfi
structure retains the possibility for collective creation, cherishing, and commamorat

These earhstage, smalkcale explorations of SNA visualizations help us expand
the ethical possibilities for ekphrasis be
example, by displaying the same network of informatioRigure36 using an algorithm
that displays network relationships in a spiral shape, the pattern of concrete description
moving toward abstraction and returning to concrete again reflects the discursive,
di alectical structure of Bashlervipdnedtp oe m. W
strong sunlight, wind, séaestablish physical constraints under which the structure must
endure, the first speaker guides the second toward a comfortable relationship between the
material status of the monument as a ruin and the creatataphorical potential for
human engagement. By watching closely, as the first speaker has by returning to the
physical presence of the monument throughout the poem, the creative doeitifey
activities of art become an act of community and possipitather than an act of

hostility, per Mitchell, or even an act of absorption, per Stevens.
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The Monument: Network of Weod and Would / Material and Possibility
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Figure 36: Discursive Structure of "The Monument" By reorganizing the poetic network and placing
the first and second speaker far awayrom one another, the language of the poem unfolds by
spiraling outward from the center of the network. The two speakers bring the careated network
into presence as the intermediary construction of social and collaborative discourse.

Though PBioemopnpl oys a similar @wladectic
Clover, the resulting homely, abstract, even incomplete monument inverts the
expectations of Atraditional ekphrasis. o
urn, YeatsoOosStewledhes sbijrad, iomr Tennessee, Bis
organic, mutable material. As a porous, natural material, the wooden monument is
exposed to fAnall the conditions of its exis
contingencies, aswell. Asthet m Awoodo i s turned over and
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descriptive network as a homophone, an analogy, an artifact, and a tomb, the monument
never becomes an archetype in the way that it the urn, bird, and jar do, not only because
of the dialectical and oairsive descriptive exchange between speakers but also because
of the unique role it creates for the reader.

By establishing a tutelary relationship between the first and second speaker,
Bishop realigns the relationships between the poet and readd&er Retn directly
instructing the reader to look or assigning descriptive hierarchies, Bishop expands the
readero6s relationship to the monument by a
like seventeenticentury Dutch art, which refused to impose rnaressignificance to the
objects it described, Bi shopds description
monument 6S pur pose. l nstead of consuming
through languag® which is the danger of oweiding stiliness in traditional ekphrasis
Bi shop shows (and our expanding the use of
other kinds of networks reveals) that movement does not require tmabveeawayrom
and thus subsume the image. The dialectical and everadictory attitudes between
the first and speaker of the poem require that the reader make curatorial decisions about
the poemds subject i nTwentietRkentuty Boetoyrandthg it t o
Visual Arts Elizabeth Bergmann Loizeauxdebce s t he genr eo&theit ut el
i mpul se to instruct oned6s audience on how
has been (or might be) missed or comes to pass outside the frame. Modern ekphrasis also
i nclude-di daciianibhLsizeauadestribesw h

Twentiethcentury poets are keenly aware that the work of art is made

according to the peculiar vision of the maker. So in twentetitury
ekphrasis there is a heightened emphasis on the provisional nature of the
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truth pictureonvey, just as there is about the history it tells. . . There is
a wariness, too, of the vieweros abilit
making nature of art that further complicates the difference between
Aseemo and Ais. o (23)
Alternatively, Bishop s ek phr asi s r edgacsctpish andcpell ofherd act i c/
contemporaries by turning her readers into curators, calling into question even her own
ability to describe and to evaluate what she sees. Questioning the values of big museum
culture anl providing multiple descriptive connections, equivalences, juxtapositions,
distortions, and arrangements, Bishop requires the reader also to select, organize, and
evaluate. In a period in which museums became the primary custodians and curators of
art, B shopo6s tutel ary f unct i-lwidersjeacodragingtthem n her
to choose their own art and to make their own assessments in much the same way that the
Dutch middleclass participated in the seventeeogimtury art market.
Implied inthe circular construction of the network graplFigure35, A T h e
Monument 0 ends at the beginning:
It is the beginning of a painting,
a piece of sculpture, or poem, or monument,
and all of wood. Watch it closely.
At this point, with the homophonic wood/ wo
concluding line fuses the double intention to create the unlikely effect of a decomposing
structure on the verge of springing to life. Rather than commanding the teacsch,
the last three words act as invitation to join the dialectic. The act of watching for both
speakers leads to describing, which quickly turns into an act of interpretation. By

returning to the begi nni ngthedbjbceinviewassat spea

monument is thrown open again and requires the reader to return to the layers of
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description, resistance, reassessment, and changes of perspective in order to collect and to
reassemble the work of art and to join the creativealsotiative efforts of the two
speakers, perhaps arriving at a new constr
curator has become a particularly popular idea in the latter part of the twentieth century,
particularly in new media poetics, where uset sgader interaction with a text lend to its

creation; however, by creating a monument through networked, recursive description

closely allied with the values of Dutch painting which resist imposing a guiding narrative,

Bi shopds @AThe Mo rticaherpectationsiette ekplgastic situation by
democratizing the relationship between herself as poet once removed and redistributed
amongst two speakers, who rather than crea
significance, invitethereadest par ti ci pate in a coll aborat:i

Contemplation, Commerce, and Free Exchange

On April 4-5, 1962, Bishop wrote an extended letter to her friend Robert Lowell
in which she responds to his newly finished manus€&iaptthe Union Dead By way of
evaluation, Bishop concludes with the following paragraph:

| feel | mustwrite a lot of poems immediatélyt hat i s my test for
poetry.o Only they would come out, if
(perhaps | have said this before) ifeaifl read a poem, the world looks like

that poem for 24 hour 3 aondrthesamegodsOm sur e
for paintings. | studied a huge book on Bosch | have for severad days

and the world looked like Bosches for a month afterwéanaist that it

red l y doesnbét anyway, these days. Then
Bissier show (do you know his paintingstight, maybe, but beautiful)

and the world looked all like Bissiers for a long time, here, there, and
everywhere.Yourscenery comes and goes,fhaal and haHanguage,

al | t h ©netAitdo é (
Il nsisting that she feels compelled to writ
of the highest compliments she could offer

200



Agoodo ar temedumahoeldlead ustoward new acts of artistic creation, and

her sense of art as a form of communal exc
Monument , 0 plays a significant role in her
representation throughbu her car eer . By way of concl us

most obviously ekphrastic poems, one written at the beginning of her career and one at

the end: ALarge Bad Pictureo and APoem. o P
one another, thisection will draw together the values Bishop shares with seventeenth

century Dutch painting and the primitives with her evolving aesthetic ethics of

observation, description, and representation.

Published over 30 year s oapraor t(,BifsLhaorpgbes B
ekphrastic poems abouthergreah c | e 6s paintings) demonstrat
set of aesthetic values. Art to Bishop should be openly exchanged through both material
(between readers and poets, painters and viewers, amuityg fi@mbers, within
communities) and metaphorical (connecting through description, juxtaposition, allusion)
artistic commerce. Her approach suggests that readers become curators themselves,
thereby resisting, challenging and questioning the authorit¢sntitutionalize aft be
they museums, academic institutions, or publishensd that art therefore depends upon
a public willing and able to perform such
recognizable ekphrastic poems are on paintings with whicte#ueer will have little
familiarity. They belong to a local, familial economy and inheritance and thus highlight
Bi shopds persistent use of |l esser known, m
popular ones. Much the way she chooses a different pagr ineatment of public art in

AThe Monument, 0 Bishopdés ekphrasis steers
201



Anne Sexton, Sylvia Plath, and Adrienne Rich wrote ekphrastic and often confessional
lyrics about weHknown artistfigures and painting®ishop elected to focus on a more
local subjectinhergreatnc | e6s paintings.

By reading ALarge Bad Pictureo and APoe
aesthetic critique of hergreatn c | e6s amat eur wor k reveal s h
density, distaion, and collaboration ground her aesthetic ethics and involve her reader as
an active and equal participant in the ekphrastic network, a rather different ethic than that
found in many of the works of the established ekphrastic canon. Includlxuitmn&

SouthiLar ge Bad Picturedo creates a caricatur e
Hutchinson, who was 14 or 15 years old when he painted the large bad picture, is so
concerned with filling the space of the canvas and at the same time with the minute

details of its disparate parts that the painting becomes an insulain\sagifed process of
creation for the painter alone. Beginning
imbalanced composition as a whole and presages its falling victim éxpla@se of the

canvas (suggesting that painting carries its own ethical dilemmas). The magnitude of the

canvas leaves the young aneyasuntrained artistuincle with the dubious task of filling

the space.
Remembering the Strait of Belle Isle or
some natherly harbor of Labrador,
before he became a schoolteacher
a greatuncle painted a big picture.
Throughout the poem, Bi shopdbs descriptive

the difficulty of proportion within the painting, pointing to thestneatment of figure

ground relations and perspective, i n phras
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Ahi gh above themo which dwarf the -Aismall b
sticks. o Exaggerati ng p ehestipeemtmitywethewi t h | a
canvas, Bishop makes it difficult for the reader, who would have no foreknowledge of the
painting, to locate a center of the painting or a position from which to begin to view it.

The poem moves from the cliffs down to the detadades and waves then back up to

the nshaped birds in an enormous sky and back down to the ships. True rhymes such as

sky/ high and caves/ waves sound | i ke nurser

youthful creation.
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Figure 37: Great Uncle George's painting depicted in Bishop's poem "Large Bad Picture"
and recently on display at Tibor de Nagy
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Years later irGeograpy IIl Bishop returns to another painting by her greatle.

This one, much smaller in size and less precise in detail, strikes Bishop differently.

Painted much | ater, the pai ntsitnyg e nd ofi Hoaermaob
|l t6s sa ogmel Is pteledker must | ook very closely
church steepke that graybluewis@ or i s it ?20; Atiny cowso0; An

The steeple goes from a wisp to a brush hair, barely there as it and the geese and cows
seemtoreteat from the speakerdos vi ew. The fAsn
reality than it is depicted in the painting, becomes a recognizable and tangible connection
between Bishop and her great uncle. Forced to look closely at the nearly indiscernible
descriptive details of the landscape to find the feeding geese, the irises, the half inch of

blue sky, and the flyspeck of a bird, Bishop is drawn into awareness and connection. She

explains in the final stanza:

Our visions coincidedlAivi si ons o i s

too seious a word our looks, two looks:

art fAcopying from |Iifed and Iife its
life and the memory of it so compressed

theydove turned into each other. Whic

Whereas the vast space of the canvas from
from seeing connectively and associatively because of its sparsity, the compression of the
smaller field in APoemd0 connects Bishop wi
artistic media. The effect is radically different from that of someone like AnxterSen

AThe Starry Nighto which also features an
where the small spire of a country steeple figures prominently. However, Sexton relies

on readersod preexisting knowl edgleghlpf Van G

energetic, egaentric, and volatile nature of creative genius. Loizeaux explains how the
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power ful myth of Van Gogh as fAmad geni uso
Sexton:

For Sexton and Snodgrass, the-seffexive nature of ekphrasi®uld be

used to test the implications of the popular understanding of artistic

genius: painting can mirror not only the emotional states of the poets who

view them, but concepts and modes of creative practice. Sexton and

Snodgrass test those modes in oese to a Van Gogh painting, in

response to ideas about Van Gogh in the culture, and in response to each
other. (119)

Bi shopdbs compression works inversely to th
describes it. Rather than using the compression, erardypopular persona of painter

to project her creative convictions, Bishop employs the more intimate and unknown

persona of the artist to demonstrate how compression and detail connect her to an artistic
and familial heritage. The value of the small Iscape assembles out of its ability to

conduct a kind of commerce between family members, owners, artists, and memories.

By titling her work APoem, 0 Bishop offers
memory painted on a piece of Bristol board. Hergueatc | e 6s pai nting off

artistic commerce that Bishop uses to prai

uncl ebés juvenile work. The smaller, | ater
Al ooko i n order t othefiseate coaneat, anel sosnmemorate. Ae t h e r
vi ewer/ curator of her unclebds wor k, Bi shop

ordering, and reproducing creates similar connections for a reader who will also select,
organize, and reproduce internally poetescription thereby engaging in the exchange of
artistic commodities.

The overstated stasis of fiLarge Bad Pic

samececr eati ve activities as fiPoem. 0 Bi shopot
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similartoherci ti ci sms of Gregorio Valdes, whom s
between what we think of as his good picture and his poor pictures, and his painting a
good one or a bad one seems to have been e
so heaily and particularly on each detail, the large painting presents each item in
isolation from the egocentric vantage point of the artist. Bishop remarks on the
incongruity between the cliffs, which are fretted, and the water, which conforms in
Aperf ect owaepi cting the water as more plac

On the middle of that quiet floor

Sits a fleet of small black ships,

Squarerigged, sails furled, motionless,

Their spars like burnt matesticks.
The ships rest uncannily stil!/l upon the #fq
descriptive word adds to a growing feeling of stasis: words such as sits, rigged, furled,
and burnt imply that the action, if there was any to begin with, has paBsednergy
and purpose of the ships has burned out like the match sticks and the sea stands still.
Judith P. Saunders draws compelling paral/l
Samuel Tayl ®Rime dthd Amaient dgriegarguingthatB s hopdés poem
uses the occasion of her unclebds unwitting
building l|literary allusions and relationsh
in the |l arge bad pictur ed tsohiGol/e rUpdogne 6as :p afi
(2.1178). In other words, the large bad picture comes untethered from the scene it is
meant to represent (Athe Strait of Bell e I

the rememberi ng t h eobhstruction lbsesatd aatlenticity. eUnligea i nt i n

thepoets peaker in AThe Monument, 06 who struggl e
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imaginative cecreation of the monument with the careful description of its physical
Sstructur e, -uBic$ ledherd eutrof theghgtly romanticized activity of
remembering.
More significantl y, -invdived agtafremenmbaridgs c| os e
increases the paintingds i mmobility and se
One can hear the crying, crying,
The only sound theris
Except for occasional sighing
As a large aquatic animal breathes.
Like the Apinko sun that rolls and rounds
painting stalls under the weight of the pa
memories The antithesis of fAPoem, 0 where the
the small, dense, Bristol board painting e
Aso compressed, 06 the | arge bad picture rem
Acopwywihmgo Bi shop faults in Valdesés | ess su
Bi shopds ekphrasis, therefore, demonstr
contemplation and commerce together compr.
article ABiIi shop amdd tShues amMi rRiostenrbea uMu sdeed i c a
Bi shopdbs concerns with aesthetic value, th
the poetédés awareness of the currency of mu
Bi shopds comparison -§eyweedolt har slbnzceleodfsa a d
painting, as many scholars do, Rosenbaum makes the following observations:
Why did Bishop bother to include the dollar bill at all, if she had simply
wanted to convey | yricbés cthammer ci al di s

simply accepting the differences between the painting and the dollar bill,
we also consider their similarities? After all, Bishop tells us that they are
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the same size and mostly the same colors: they therefore may be
analogous forms of representatiand value. (7-3)

By calling attention to the social trust required for a dollar bill to hold value, one that is
solidified by a moral trust inscribed on d
Rosenbaum extends the mefialancial trust relationspito the way we establish moral
aesthetic value, somethingmiagededonponsky
(74). A small token of family history passed from one family member to another, for

Bi shop Uncl e Geor geds p derationsohegchangemartdi nues t
value, but it has matured in its sense of how we cope with the financial compensations

and evaluations of art, specifically as it

(@}

ambivalence toward the commodification of artintermaof ar t i st or poet
out within the family economy of fAPoem. 0
As readers become curators, they also create a verbal copy that can then be
transferred by other means to a new audien
on copies and copnession demonstrates an intentional use of the language of financial
exchange. Dollar bills, which are also an artistic copy, are rarely considered art, but
rather taken only on the basis of their monetary value. However, as Rosenbaum explains:
Thedolar 6s status as | egal tender depends
kind of family trust; although this financial trust is institutionalized
through the national treasury and banks, a moral community underwrites
these financial arrangements. The inscription,n God We Trust o on
post1929 dollar bill makes this connection explicit. Similarly, the
economic value of poems and paintings usually depends on the moral
category of aesthetic value, agreed upon by a community eflikded
connoisseurs. (74)
Bishop6s ekphrastic poetry, rather than relyi

invites her readers to partdonemahice i n the
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readers also have a stake in the arts, as well as access to the creation, ganange
appreciation of aesthetic objects. By creating readers who select, organize, and
reproduce their own images, Bishop fosters an external network of readers and makers
who transmit and receive art as copies independent from its monetary value iyt equa
as secure.

Conclusion

By the time APoemo was published in 197
midcentury American poetry was well established. Awarded a Pulitzer Prize in 1956, an
Academy of American Poets Fellowship in 1964, the Melmdfram Award and National
Book Award in 1968, and anthologized hundr
upper echelons of American poetic tradition was assured; however, Bishop remained
wary of the forces of such institutionalization. While the widesgggublication and
readership for her work assured a financial and literary status that Bishop desired, her
appreciation of and affinities for the local, personal, and domestic appreciation and
connoisseurship of art remained an important part of herediesthin the same letter in
which she praises her friend Robert Lowell
personal and historical retellings of New Englan&an the Union Dead.In response,

Bishop tells a story about the deteriorating use andeagtion of culture she witnesses
first in Great Village and later in Brazil:

The saddest thing is the Literary Society (my mother and aunts belonged)

in the early 190006s: AThe Society met f

literature. A winter each wagpent on Keats, Ruskin, Mrs. Browning,

Milton, Shakespeare, Dante, and two winters on Browning and

Tennyson. 0 I Il magi ne no one in the vil

Browning for years now, and TV aerials rise from the shingles. The dying
out of localculture seems to me one of the most tragic things in this
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centuand itds true 8&inBrazjlatangnmate.,Small suppose
towns far inland on the rivers were real centers; they had teachers of music

and dancing and languad@ethey made beautifulifniture and built

beauti ful churches. And now,- theyodre a
down trucks arrive bringing powdered milk and Japanese jewelry and

Timemagazine. (One Art 408)

Moving from the | ocal and comessabhndafkeep
exchanged and used and lived with into the canons of American poetry created a

particular ethical dilemma; however, Bishop responded by staying true to her personal

sense of aesthetic ethics. By eschewing populist subjects, by creaisgmetworks of

ekphrastic description, and by elevating the role of the reader to curator in her

engagements with objects that are themselves representations, Bishop continued to traffic

in the local and personal, encouraging her readers to becomeectifadticipants as

well. The role of curator is a kind of authorship in itself. Through the activity of
selection, evalwuation, and prioritizati on,
her verbal renderings, authoring their own unique aséistbbjects and, hopefully like the
Dutch, become an active participant in art

pro-creative and necessary human activity.
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Chapter 4: Collecting Ekphrasi s:

Modern Verse to Study Ekphrasis

Introduction

Whereas chapters 2 and 3 consider the local, internal, and histesitadlied
ekphrastic poem as a network of discourses between images and words, poets and visual
artists, speakers and readers, and a wbaktavithin its social context, the following two
chapters explore the advantages of -reading
cited phrase, and within a largetale context of thousands of other poems to invigorate
and broaden our understangiof ekphrasid its tradition, tropes, and canon
(Conjectures$6). In this chapter, | discuss the process of assembling a digital corpus of
approximately 4,500 poems, which in the next chapter will become the dataset used for
two topic modeling experimesnt® Because the composition of a dataset determines the
effectiveness of computational analyses of texts, the methods for collecting, curating, and
processing the dataset must be transparent, iterative, and thoroughly documented.
However, methodologiesd best practices regarding topic modeling and social network
analysis of literary, and specifically figurative language data, require further refinement.
Since establishing best practices, to a large extent, determines the degree to which we can

dependa a projectds claims of discovery and r

BAccording to John Si ncl aAcofssisia oopeotiontofpietes oflanglageon t h e
text in electronic form, selected according to external criteria to represent, as far as possible, a language or
language vasty as a source of data for linguistic rese@arch.For mor e about creating d
Sinclair, J. 2005. "Corpus and TexBasic Principles" ilDeveloping Linguistic Corpora: a Guide to Good

Practice ed. M. Wynne. Oxford: Oxbow Books:16. Available online fronmhttp://ahds.ac.uk/linguistic
corporafAccessed 201-p9-01].
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contends with the practical and procedural aspects of collecting, curating, and
preprocessing texts using figurative language for the purpose of topic modeling.
Moreover, | suggédsan iterative process of project development that attends to the fiscal
and temporal demands of digital humanities work by producing short term models with
lightly encoded texts that can evolve into more richly encoded datasets forlernger
project goés.
The story of the ekphrastic tradition,
i n many ways the story of data collection
statement at the end of fAEkphrasis and the

My examples are also canonigaltheir staging of ekphrasis as a suturing

of dominant gender stereotypes into the semiotic structure of the

imagetext, the image identified as feminine, the speaking/seeing subject of

the text identified as masculine. All this would look quite differefnt

course, if my emphasis had been on ekphrastic poetry by women. But the

difference, | would want to insist, would not be simply readable as a

function of the authordos gender. The v
Wil liamsés APor tmakactear dsfriddled withitdgwn s houl d
countervoices and resistances, and no one is going to blame the Grecian

urn for the banalities Keats forces her

| have not mentioned the verbal representation of other kinds of visual
representation such photography, maps, diagrams, movies, theatrical
spectacles, nor reflected on the possible connotations of different pictorial
styles such as realism, allegory, history painting-&f@| portraiture, and
landscape, each of which carries its own pecshat of textuality into the
heart of the visual image. This treatment of ekphrasis, then, like the
typical ekphrastic poem, will have to be understood as a fragment or
miniature. (181)

What Mitchell points to at the end of his seminal essay is a hurfeanrda. It would be
i mpossi ble to mention all of the kinds of
di fference, 0 that fuel his model of ekphra

tripartite network of speakers, artworks, and readers. Mitchell athaewhile there
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mi ght be other fAcountervoiceso and fAresi st
tradition, the limitations of human reading and print publication force him to set them

aside for later studies. Distant reading practices, haweffer promising alternatives to
Mitchell 6s | i rMialt peans lyadad Ramnartid oengoterngstrwhite men.

Thus, the second part of this dissertat
responds to the human |Otmhdrad i oy ss wd g diEtkiprhe
reading methodology that, when combined with close, interpretive readings, offers a
broader, more complex, and more inclusive alternative to the tradition and critical
understanding of ekphrasis. By explaining the methaldratonale for collecting
thousands of poems, hundreds of which are ekphrastic, lightly curating them with
descriptive metadata, and ensuring the best possible methods for preprocessing the
corpora to answer questions relevant to our critical understoéiekphrasis, this
chapter sets the stage for a visualization and exploration of the dialectical relationships
between ekphrastic poems and other ekphrastic poems, as well as ekphrastic poems and
non-ekphrastic ones.

At the same time responding to comteof the digital humanist, this chapter also
demonstrates best practices for iterative project development that responds to the types of
guestions relevant to humanities scholars redressing issues offoamation and
ekphrastic tradition. For examplkiarough experimentation during the preprocessing of
the data, | identify the stoplfétbestsuited for exploring ekphrasis, and poetry more

generally. For digital humanists refining their methodologies and for the literary scholar

% A stoplist is a file with higHrequency words in a language (English in this case) that are removed from a
corpus of texbefore some form of textual analysis.
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interested in uncoverg latent patterns in ekphrastic poetry, the chapter that follows uses
the refinement of digital practices to produce compelling results about the language of
Astillnessod and Al ookingd in ekphrastic ve

Project Overview’

Ekphrasis offers a wealth of pprtunities to ask familiar humanities questions
about canofiormation, literary tradition, and genre definition, and at the same time
affords avenues for the advancement or refinement of methods and tools in the field of
digital humanities. Effective dil project design marries humanities questions with
digital tools, algorithms, or other technologicadlgabled processes to produce new
knowledge, reveal latent patterns of language, or discover better quéStitimes project
described in this chaptand the following one strives to meet this goal by leveraging the
inherent computational power of an algorithm called latent Dirichlet allocation ('DA)
to identify trends in ekphrastic texts for the purpose of discovering new ways of
understanding the r&ionship between them. Such a comparison, a reading of

relationships between texts in a corpus of hundreds of ekphrastic poems, would help to

% The data preparation, scripts for removing duplicates, scripts for extracting text and metadatg ofean

text, preparation of texts to be imported into MALLET, configuration of the EC2 instance for MALLET

experiments, and formatting of data exported from the MALLET model represent contributions from

Travis Robert Brown. The generous contribution of his time and expertise has made this a much better

project and chapter. Any error or misrepresentation of dategVe is solely my responsibility.

®For more digital humanities project design, see Da
Publicationso in Schreibman, Susan, Ray Siemens, an
(Blackwell Companias to Literature and Culture). Hardcover. Oxford: Blackwell Publishing Professional,

2004 or Jeremy Boggbs blog posts on project devel op
Pr ocess Lhttpd/tlionwetéegl?008/04/06/digitddumanitiesdesigranddevelopmenprocess/

Web. 17 Sept. 2012.

”Kao, Anne, and Steve R. Poteet. Natural Language Processing and Text Mining. Springer, 2006. Print.
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overcome the human shortcomings that Mitchell describes. LDA nfBdékhousands
of poems refocus the question of ekphrastic tradition and tropes on the relationships
between discoursés.

Reading at a distance affords scholars interested in ekphrasis a methodological
alternative to semiotics or metaphorical comparispdédtecting word frequencies,
linguistic patterns, repeated phrases, or by detecting and predicting patterns across
hundreds or thousands or even millions of examples. Rather than being limited by the
human capacity to read a few texts at a time, disémating practices facilitate the
detection of subtle language trends across thousands of texts in minutes to hours. Strictly
speaking, though, LDA is not a method of reading. LDA is a form of computer learning,
an algorithm that through repeated itenatioefines existing predictions about data in
order to fine tune its accuracy. Most other distant reading tools, such as Maffy Eyes
Wordle,* or even many of the tools in TaPGRepend on detecting frequencies of word
use and patterns of repetition or gza the linguistic patterns in text, much like the
Stanford Natural Langua d%Dodiscope amthertexy Gr ou p

analysis tool in the digital humanities, depends upon extensive lexica to categorize text

® Through a process that will be described later in the chapter, LDA produces a list of likely topics based

on word distributions in a corpus of texts. More broadly, models are representations of a large concept,

idea, or machine. In this case, a topiadelaepresents the likely categories of language in a corpus of

texts.

% The worddiscoursess it is used here is, perhaps, best defined by Melanie Kill in the glossary of
Bawarshi and Rei ff, 211. fAlLanguagesystemssoshavingand wunder
determining effects in social l'ife. o This definiti
purpose of discourse within a literary context of the poem, as well as within the social context found at the

end of the chapt when the network diagrams place poetic language in groups.

A Many &hitpe//awwen58.ibm.com/software/data/cognos/manyey&seb. 17 Sept. 2012.

A Wo r chitpe/wviw.wordle.net/Web. 17 Sept. 2012.

“ATaPORText Anal ysi s htipdportaladpor.tatportal/Rostdiebal? Sept. 2012.

3 iCoreNLP0 http://nip.stanford.edu/softwamrenlp.shtmWeb. 17 Sept. 2012.
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data’* However, LDA uses probali to refine its own methods of organizing and
sorting data.

LDA, a form of probabilistic topic modelinG,therefore, presents opportunities
previously unavailable for studying latent structures in poetic texts. Free verse and lyric
poems are frequentit odds with the strict structure needed for semantic data mining
tools; however, probabilistic topic modeling does not depend on correct semantic
arrangements to work. Through Gibbs sampling, probabilistic topic modeling responds
to the semantic ambigyitypical of figurative language by disambiguating words
through samplings of other less polysemous words from the same document. Therefore,
the same words employed in different contexts are parsed diffef&r8igrting texts by
the probability with whth they include words that -@accur with similar words in similar
texts renders fAtopics, o0 which are groups o
proportion of common languagdé.

Considering the strengths of probabilistic topic modeling and thelp@ssnefits

of using latent patterns of languageaxzurrences to ask questions about the canon,

A Do c u s http:/pvenw.@mu.edu/hss/english/research/docuscope.html

> A form of topic modeling that relies on advanced statistical models for predicting probability.

“For example, a word |like fispoto could be used as a
ADid you spot him?06 Alternatively, it could al so be
words differently based on context. The fegample might appear with other words that have a likelihood

of indicating location. The second might appear in a distribution of words indicating sight. The third

might appear with a list of proper names. LDA does not determine the definition or qeéttie word.

Il nstead it uses a form of probability to predict wh
appear.
"Chapter 5 will describe the LDA al go-tobephblishdgdn much

book,Macroanalysis: Digtal Methods and Literary HistorfUIUC Press, 201)3promises to shed some

light on methodologies useful for humanists interested in studies involving Latent Dirichlet Allocation

(LDA) . I n t he meTherLDA Buféetis Now Gpen diatent Diriohkett Allofiation for

English Majorg htifp://www.matthewjockers.net/2011/09/29Alde-buffet-is-now-operor-latent
dirichlet-allocatiorrfor-englishmajorsj offers a humorous, narrative introduction to the assumptions

i nherent in LDA model s. Similarly, Scott Weingart 6
Tour o presents an &opDPA(dip/ovimna dedttieot.netiHtAL/2pd101d3 i o n
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tropes, and tradition of ekphrasis at scale, | developed a digital project that collected over

4,500 plain text poems and created a modest metadata schieegentdescribing and

curating the data to help interpret LDA models. Furthermore, | hoped to render the

results of topic modeling with network graphs that facilitate interpretive and exploratory

navigations through the corp(fs Using a tool called MALLH to run the LDA

algorithm, | generated lists of topics from my private corpus Bfth&ugh 21 century

poetry, including norekphrastic as well as ekphrastic podt&urthermore, |

reconsidered assumptions about ekphrastic poetry in light of treedigpiibutions

produced by the model. For example, one might expect that a topic including words

about stillness and muteness might be the most common topic in ekphrastic poetry

because theories of the genre arnatdngonas a (gi

between word and image, time and space. Similarly one might expect another topic to

form around the language of rivalry, which represents what recent scholarship calls an

overdetermined feature of the genre. Therefore, | used the folldiwiag questions to

guide the selection and preparation of the dataset used in the topic modeling experiments.
1.) Could a computer distinguish differences between poems by men and by
wo men? I n AEkphrasis and the wOtoher , 0 W
read ekphrastic poems by women as opposed to ekphrastic poetry by men, we

might find a very different relationship between the active, speaking poetic voice

8 This project was funded in largmart through a fellowship from the Maryland Institute for Technology in

the Humanities (MITHhttp://www.mith.umd.edu/ The technical, data curation, and preprocessing

described herein are informed by the generous collegiality, time, and thoughtful conversations with

MI THés staff, especially Tr aGQuiiaso. Br own, Trevor Mufos
"MALLET®6s: MAchine Lear nhttp#malfetocs.umbsas.ed@anemrEBleVirso | ki t . o
makesthecasgi t h regard t o mod e | whichgslatdraravised by CByaTlerhptetod 6 s di ar
inaMITHDblogentys uggesting that MALLETG6s ease of use makes
for humanists See http://mith.umd.edu/topmodelingin-the-humanitiesan-overview/.
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and the passive, silent work of@r& dynamic that informs our primary

understanding of howkphrastic poetry operates. Were this true and were the
difference to occur within recurring topics and language use, a computer might

learn to recognize latent textual patterns more likely to occur in poetry by men or

by women.

2.) What role does the language of stillness play in the latent patterns of
ekphrasi s? Woul d topic modeling of ekp
of the most common topics in the genre? Much of the definition of ekphrasis

revolves around thetguage of stillness: poetic texts, it has been argued,

contemplate the stillness and muteness of the image with which it is engaged.
Stillness, metaphorically linked to muteness, breathlessness, and death, provides
one of the most powerful rationales #or understanding how words and images

relate to one another within tlie pictura poesis¢raditiond usually seen as an

hostile encounter between rival forms of representation. The argument to this

point has been made largely on critical interpretationsteddhrough close

readings of a limited number of texts. Would a computer designed to recognize
cooccurrences of words and assign those
probability they would occur together also reveal a similar affiliation between

stillness and death, muteness, even femininity?

3.) Could a computer detect vocabularies or combinations of words and images

that distinguish poems as ekphrastic or-e&phrastic? Mitchell explains that

Aino special textual f e s@nymeesthanwercanbire ass

grammatical or stylistic terms, distinguish descriptions of paintings statues, or
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ot her visual representations from descr

We base this assumption on human, interpretive, close reaifipgems;

however, there is the potential that a computer might recognize subtle differences

as semantically significant when considering hundreds of poems at a time.
In general, these are small questions constructed in such a way that there is &leeasona
likelihood that we may get useful results because they draw on the algorithmic strengths
of probabilistic topic modeling’

Furthermore, the current chapter demonstrates a project design process that
mirrors iterative design principles from the congrgciences in order to produce a
project that is actionable in the short term, sustainable in the future, and responsive to the
evolving needs of the project in order to
findings over the long term. The next thrgections of this chapter present the methods,
rationales, and future goals of three important aspects of the project that determine the
efficacy and reliability of chapter 56s LD
| strive toward transparey about the dataset, its collection, its curation, and the
preprocessing techniques that prepare it for textual analysis. Like most digital projects,
the dataset, metadata, and preprocessing techniques will continue to evolve and improve.
Each of the filowing sections will describe how changes, errors, and difficult choices

about selection and processing participate in ongoing improvements to the project that

®¥The choice of instéadofmnswesd fi s e fplbécyusedane of these would be
answers. Instead the result of each study is designed to turn critics back to théthex¢sv questions.
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require documentation and version conffolThe advantage to LDA models is that they
do not rguire extensive metagging to produce salient results.

The Data

Text mining and computational tools designed to analyze latent patterns in natural
language data present researchers interested in contemporary literature with daunting
challenges. The @stion of how to acquire a large set of already electronically available
poems from the twentietbentury on confronts the challenges of copyright protection and
availability. Currently, there are no existing public datasets of contemporary poetry as
there are for literary works published prior to 1922. The lack of public, digital
collections of contemporary literature available for humanistic digital and computational
anal ysis prompts Mark Sample to ask: Ahow
literature been left behind by the rise of digital tools and the methodologies afforded by
those tools that have otherwise been a boon to literary scholars working on earlier eras of
Amer i can | DebateslaB) Sammespdinis tq the constargktendingength
of copyright restriction that prevents researchers from accessing, using, and publishing
from digitized texts. He continues:

Al t hough ités risky to generalize about

say that the work of the digital humanitisaultimately premised upon a

simple, practical fact: it requires a digital object, either a-olgital

object or an analog object that has been somehow scanned, photographed,

mapped, or modeled in a digital environment. In the context of literary

studes, this usually means a large corpora of digitized texts, such as the

compl ete works of Shakespeare, the mul't

Leaves of Grasr every single book published in England during the
nineteenth century. (188)

8L Version control is to information science and data curation as variorum is to texts. In this project the
repository where each version of the data is saved is called GitHub.
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While he specificallyhighlights the disadvantage that copyright restrictions cause for the
study of | atent and predictive patterns
is really a metonym for contemporary authors whose work will remain under lock and
key for yeargo come, untouchable in the form of large, public archives, which have
fuelled (and continue to) the explosion of digital humanities work in literary period
studies prior to 1900. Admittedly, collections such as HATHI Tdashclude
collections fulttext, searchable copies of some contemporary works; however, the results
return only page numbers corresponding with searched text. Access to HATHI Trust
full-text files is only available through special research arrangements.

How, then, can we leverageet power of tools for text mining, pattern
recognition, and corpora discovery for the purpose of studying texts written after 19227
Could private, unpublished collections of modern poems yield a collection that would be
sizeable enough to study using LAgorithms and still produce salient results?
Drawing from existing Web sites that publish modern verse may push the boundaries of
what is acceptable in terms of copyright restrictions; however, in the short term the
ability to use the data, even if nookit could be published, offered a promising rardy
solution. In the short term, | created a private collection of poems drawn from online,
public resources for private research use, allowable under copyright and fair use law.

Doing so allows me to ¢ algorithms, but this solution means that the only data | can
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make available to readers is the data produced by the model that does not present the
possibility of reassembling whole teXfs.

Therefore, the data set used to perform the following teststadies, like many
digital humanities projects, reflects not just the research agenda of the project as a whole,
but the particular practical and editorial constraints of what is available. In order to
perform a computational analysis of thousands ehpx) there needs to be an electronic
resource with digital files/copies of thousands of poems. When working with large data
or small data using computational text analytics, one clear challenge from the outset is
finding the right dataset to work with.

Funding for the project extended for only four months; therefore, scanning poems
from print sources with optical character recognition (OCR) software risked spending too
much time on data collection to thestexcl us
option was to collect electronic copies of poems from online, public content providers,
suchasf he Academy o fWeh site (poets.arg) ang raetrysDailyWeb
site (poems.com) to create a private digital repository of mostly twetethry poems.

Poetry Daily(poems.com) is an online anthology of contemporary poetry. Designed to
publicize the most recent work produced by contemporary fee¢try Dailyreproduces
one poem (and sometimes two) each day. The site displays each piesiterfor

exactly one year. After one year, the online version of the poem is retired. Given the

oneyear agreement with literary magazines and small presses, the pdeoesrin

82 Topic dstributions of key wordgroduced by LDA modeli this study consist afingle wordg, and

therefore cannot be used to reproduce the original tathe short term, the only tlathat | can publish

includes the titles of poems and the statistical data generated by the nowdster,in futureiterationsof

the project, | hope to collaborate with content providexshanging their data for my results to improve

t hei r =llnavigébgdityaorvde my proj ect ds access to more data t
models
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Dailybs online anthol ogy are of t¥Eemogtubl i shed
recently published poems in the digital collection used for this study comdPfvetry
Daily.
The overall corpus, comprised of 4,771 documents, was assembled from five
sources by using a maéfdo produce digital copies of poems as individusdutments,
including the title of the poem, the name of the poet, the text of the poem, and any
available publication information, including the name of the book or journal where the
poem was originally published, the date, and the name of the pubifishiee largest
content providerThe Academy of American Po®¥eb site (poets.org) generated 4,266
total poems for the collection, aRdetry Daily(poems.com) added 373 poems to that.
Another portion of the poems in the corpus includes specifically esfph@ems from
popular print anthologies or bibliographies. These poems were often keyed by hand. In
particular, 34 poems camel hfer dGa zJka7®mrs Flilran
poems were discover ®@aetsbnrPaimingR & BildgraphyDe n he md s
Additionally, | added to the corpus ekphrastic poems by women whose work was not
included in the aforementioned sources, including poems by Jorie Graham, Carol Snow,
Barbara Guest, and Cole Swenson, thus accounting for the remaining 19Titertes}
breaks each source and number of poems down, including the proportion of poems from

each source.

8 A simple program written to accomplish repetitive tasks. The scraping macro used to collect electronic
copies of poemsyritten specifically for a Mozilla Firefx plugin called iMacrg opened each Web page,
selected the title, author, poem text, and available publication information and dumped each one into its
own plain text file.

8 The data collected fromoetry Dailyrepresents those posted on the IségveenJanuary 15, 2011 and
extending through January 14, 2012
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Table 4: Total number of poems from each content source and percentage of the corpr@mprised of
each source

Source Total # of poems % of corpus
Poets.org 4266 89.4%
Poems.com 373 7.8%
The Gazerds Spiri 34 7%
Poets on Paintings 79 1.7%
Graham, Snow, Guest, & Swenson 19 4%

In an effort to keep the poem data as clean as possillléee from error, a
second script removed all of the metadata from each text file, leaving only the title of the
poem and the body of the poem in plain text. The digitized text features of the poem
were made UT compliant® Next, each document wassigned a unique identifying
number. Poems from poets.org received the prefixglowed by a 6 digit number.
Files extracted from poems.com received agudfix followed by a 5 digit number;
|l i kewise, filesTheoBail elegnwhihd@ieprafikgcer 6 s
Documents with poems frofoets on Paintingand the small group of women poets
received the prefixes respectively: émd sgfollowed by a 6 digit number. Randomly
generated, the numbers became document identifiers as redl mame for each poem
file. The entire collection of poems resi
text files, divided based on the source of its collection. Changes to the collection during
the data standardization processes were trackagiivate GitHuff repository.

We seem al most inherently to know the v

name of the game. Still, what about the smaller universes of projects with minimal

8 UTF-8 stands for USC Transformation Forriv& bit. This is a universal format for encoding digital
text.
8 GitHub is a repository for the data equivalent of text variorums.
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budgets, fewer collaborators, and limited scopes, which alsmlasge ambitions about

what can be done using the digital resources we have on hand? Without detracting from

the import of big data projects, smaller projects offer the field rich opportunities for

exploratory studies using advances in natural langpegeessing tools, and the

outcomes of such projects can be relevant and useful both in and of themselves as well as

beneficial to largescale projects by providing possible methods for tasks such as fine

tuning initial results. Small data sets such as ¢ime prompt digital humanists to ask

guestions like: how do we recognize useful results? How do we know if our algorithms

are working the way they are intended? Trying to answer questions about metadata

curation, interoperability, and detail with bigtdaan be expensive and time consuming,

but small and migized data sets can be more deeply and inexpensively encoded. Herein

lies the necessity for discussing my methods, as in this chapter, alongsidé resaults

topic of chapter 5. Methodological docantation is as important to the digital

humanities as the refinement of theoretical concepts has been to the study of literature.
Importantly, small projects (and even nsided projects with midized datasets)

offer the promise of richly encoded datattiban be tested, reorganized, and applied

flexibly to a variety of contexts without potentially becoming the entirety of a project

directords career. Tshperviseg raaciegs dné disteet,e N c| oS

unsupervised analysis remains wide opem field of study, and yet its potential value as

a manageable, not wholly consuming, and reproducible option make it worth seriously

considering. Small to midized data collections are often flexible enough that an

iterative project design processoals frequent improvements and refinements to the data

collection that can be seamlessly folded into the data versioning and project development
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process. For example, in a small corpus, additions to the corpus can influence the results
of the entire studynore easily. Furthermore, data corrections are much easier to
accomplish and can happen much more quickly in response to confusing results or test
errors. By maintaining clear records of the evolving state of the data through a version
control system sth as GitHub, small projects can more flexibly respond to

improvements, adjustments, and refinements of the dataset that help better address the
humanities questions the project is attempting to ask. Results of data mining experiments
with small datasetsan also be more easily interpreted in light of subject area expertise.
Because the project is small, future studies will likely focus on how adding and removing
items from the dataset influences LDA results. New iterations of the project can develop
quickly as the dataset grows and that the number of ekphrastic poems in the collection
increase, thereby improving the reliability and scope of the project as a whole.

The promise of iterative design in small digital humanities projects is that we can
begin b build, test, and produce initial results while at the same time refining, improving,
and expanding the data, metadata, and preprocessing techniques. In terms of the data
collection process, the need to produce a substantive enough dataset alsosemeéred
compromise in terms of the kinds of data captured. For example, harvesting digitized
poems from the Web was not a perfect solution. In an effort to capture the most reliable
online resources and by including all the poems from poets.org, the tiatelsges a
undefined number of poems published before 1900, and our ability to define precisely
how much of the dataset consists of-p880 poems depends on a much lengthier process
of metadata formatting and curation. Further drawbacks to usingtihesdectronic

collections include the lack of transparency regarding editorial selection. Both
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collections are largely assembled based according to editorial preferences that are not
clearly stated on the Web sfte Rather than representing my own cteoaf poems, |
must rely on the selection of texts, edit:.i
editorial preferences. Furthermore, poems fRwetry Dailywill vanish after 365 days,
making corrections or references back to the original virtually impossible.
Though the presence of pt800 texts may detract from the reasonable claims to
be made with regard to periodization, the implementation of-glyole, iterative design
in which version controls track changes to the dataset, suggests that small bursts of
human and programming interventions to improve the dataset have the potential to make
substantive improvements in the overall project. Moreoveexigting dataset allows us
to begin modeling a corpus of poetic texts right away and ask questions about the
model 6s outcomes that respond to issues of

Metadata

One of the advantages to using LDA is thalaés not depend upon a rictdgpcoded
set of metadata data describing dadato produce salient results. On the other hand,
LDA, which is an unsupervised form of data mining, generates descriptive metadata that
can be used for navigation and exploratiorawdver, coupling even small amounts of
metadata with LDA studies creates richer conditions for using LDA as an exploratory, as
well as a descriptive, tool.

Metadata quality, standards, and curation are concerns close to the hearts of

librarians, but metdata is evolving as an important consideration for literary scholars

8 Unfortunaté y, a w

ri request
responded to by

en fo
he siteds pub
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because it helps us to organize and develop our hermeneutic approach toward
computational analysis. In "Metadata for Corpus Work," Lou Burnard argues that
particularly in the case of wking with linguistic analyses of digital corpora, metadata
plays a central role in understanding and interpreting test réSuts.writes:

Nevertheless, it is no exaggeration to say that without metadata, corpus

linguistics would be virtually impossiblgvhy? Because corpus

linguistics is an empirical science, in which the investigator seeks to

identify patterns of linguistic behaviour by inspection and analysis of

naturally occurring samples of language. A typical corpus analysis will

therefore gather gether many examples of linguistic usage, each taken

out of the context in which it originally occurred, like a laboratory

specimen. Metadata restores and specifies that context, thus enabling us to

relate the specimen to its original habitat. Furthernmsnee language

corpora are constructed from geristing pieces of language, questions of

accuracy and authenticity are all but inevitable when using them: without

metadata, the investigator has no way of answering such questions.

Without metadata, the westigator has nothing but disconnected words of

unknowable provenance or authenticity.
Granted, LDA, which is a probabilistic modeling algorithm rather than a linguistic one,
depends less on the pegistence of rich metadata because the model produces its own
met adata that, as we will see | nHowdva,pt er
the point should not be overlooked. Lightly curated metadata accompanying the textual
data in combination with the metadata produced with the model allows for better
visualization of test results and increases the number of interpretive options.

Consistent and accurate metadata benefits interpretations of the model in three ways.

First metadata helps expose our human assumptions and biases about the dataset. By
producing only two categories of metadatine gender of the poet and the genre

clasgfication of the poer@ we can explore ways in which traditional definitions of

8 More on metadata standards and creation can be fouButirard, Lou. 2005. ™ in Developing
Linguistic Corpora: a Guide todadd Practice , ed. M. Wynne. Oxford: Oxbow Books:4®80 Available
online from http://ahds.ac.uk/linguistaorpora/ [Accessed01209-05].

229

5



ekphrasis compare to the model 6s predicted
metadata allows the researcher or research team to supervise the model creation process
and proide nuanced oversight over the algorithm. For example, in some topic models

where trends over time are particularly significant, metadata creates the conditions under
which textual features can be mappefl over
theRichmond Daily Dispatctracks strains of nationalistic language (such as elegiac or
celebratory) over the duration of the Civi
demonstrate correlations between elegiac and nationalistic language with casualty and
enlistment rates. As a result, Nelson can make arguments about the effectiveness of
particular forms of nationalistic rhetoric over time and in response to corresponding calls

for enlistment and reports of war fataliteall of which becomes possible lzerse of a

richly encoded data set. Thirdly, metadata improves the type of data and results that can

be shared about a copyright protected or private data collection. In cases such as this
project, when the full text is unavailable for use by readers datt@reated by the

researcher can be made available in its pla@ince the majority of documents included

in my corpus are still under copyright protection, | cannot make the original, plain text

data visible to readers and future researchers; howlexean,make metadata | generate

available. Finally, metadata turns individual files into collections, articulating a

collective purpose through the standardization of description that, when well formed, also
clarifies its intended use, by tailoring mettd# the questions being asked and the

desired outcome of the results.

8 Substituting metadata for content is a solution commonly offered by content repositories and libraries
with regardto electronic distribution of copyrigigrotected materials.
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Even for small projects, developing standardized metadata is -antiemsive
process. The decision to create metadata for this digital collection, then, represents a
deliberate chice to balance what might be done with what can reasonably be
accomplished in this lifecycle of the project. In his introduction to a 2009 issue of
Digital Humanities QuarterlyMatthew Kirschenbaum poses the following:

How do weknoww h e n we 0 r atdaoinmmedh toWinish” a piece

of digital work? As Bill Kretzschmar points out in his essay, the verb "to

finish" can mean teompleteor something more like to polish or perfect.

What is the measure of "completeness” in a medium where the prevailing
wisdom is to celebrate the incomplete, the eprded, and the extensible?

(@)

Digital project® due in part to the plasticity of their digital environment and in part to
the innovatiorcentric funding mechanism that rewards new beginnings over
completene® rarely end, unless they are forgotten or set aside and never in that instance
considered fidone. 0 Those amadepmoofe | i kel y
concept fallen short of expectation. At first, iterative project design principles may
appeato perpetuate the opamdedness Kirschenbaum describes; however, projects that
are designed to respond to exigent humanities questions with small datasets and that
begin to address those questions early in
sustain interest and support. lIterative projects may never be done, but they can be over
when they evolve into something else.

Embracing iterative design principles, this project begins by adding a small
amount of metadata that can be added to increnhgrftalling shortterm discoveries in
a timely way while at the same time staging improvements that increase or extend the

pr oj e c-tertnposdibditireyy Metadata created and used in this study (and available
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in Appendix A), targets specific reseaigestions about latent trends in ekphrastic
discourse that break down along gender lines, latent patterns in language surrounding
stillness, space, and femininity, and latent features of language that distinguish ekphrastic
from nonekphrastic poems.

Standards for capturing, producing, and standardizing metadata continue to be an
ongoing conversation in digital humanities communities that use probabalistic topic
modeling. Despite a disciplinary tectonic shift toward establishing metadata standards
for interoperability®, no particular best practices have been articulated to this point for
creating and building small, private corpora with metadata intended for use in topic
modeling. Consequently, the metadata creation and curation process for this project
combines broadkgonceived best practices for metadata standards with the practicality of
what works.

When the poetry data was collected, descriptive information about each poem was
stripped (copied) out of individual text files with a script and plan&gicorresponding
fields in a spreadsheet. For example, all of the author, title, and publication data (such as
book title, publisher, and year) were extracted from the text file and placed into separate
fields of the metadata spreadsheet. Repeatisgtiicess consistently across every file
during the collection process, the descriptive information, called metadata, populated a
spreadsheet with the following fields: document identifying number (doc id), title (title),
author (author), publication inforation (pub info), notes (notes). Since the Web pages

from which the poems were extracted were not always consistent about formatting or

% The ability of data to work between various kinds of technology. For example VHS and BetaMax were
not interoperable, leading to the demise of the Betamax format; however, html pages are more
interoperable, as they can be read on a variety of browsers.
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including publication data, anything that

history was combined and ered into a single field*

Adding to and modifying the metadata in spreadsheet’famproved the
process of entering and refining metadata by simplifying and regularizing it. Features
such as auto fill improved my ability to group segments of datarsed the metadata
more efficiently. With the use of simple processing scripts, the cedatiraited
spreadsheet could be used in the future to generate a TE| At&drthermore, using
Excel helped keep field and category names consistent. | parfydikad the flexibility
of modifying and editing metadata in a spreadsheet and then exporting the data into
whichever standafil RDF or TEIl head€r was needed later.

In a concentrated effort to build consistent metadata, | established criteria to help
makeconsistent choices. Specifically in the case of gender assignment, | assigned each
author to the categories of male, female, or unknown, based on the best available data
(such as author or biographical statement) from online collections, print anthptogies
other scholarly sources, such as journal articles or biographies. If it was difficult to
ascertain gender from the given information, the gender category was tagged as
unknown. I n the event t ldeinitiorachgngedétweenu |l ar
the publication of one poem and the publication of another poem, the gender definition at

the date of poemds publicati @endewas wused,

L This process, as it turns out, was not without complication, as some publication fields included commas,
semicolons, and other markers that later introduced errors into the dataset; htiveeseqrs introduced

do not immediately impact the effectiveness of the LDA model. Instead, correcting this data field became
one of the decisions against perfection and in favor of gjuat completion. Correcting publication data,

then, will become art of the next iteration of the project.

92 Microsoft Excel, 2010.

%3TEl is one recognized schema for encoding documents with descriptive information. T&&l

Encoding Initiative http://www.teic.org/inde.xml Web. 10 Sept. 2012.
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pseudonyms, thegendédre f i ni ti on of the authaonthés writi

case of George Elioff. Among the 1,868 poets whose work is represented within the

corpus, 681 are women and 1,021 are men.

tagged Aunknowno including authors who pur

published anonymously, or were part of a 10% sample designated for a classification

analysis. Of the poems collected frdine American Academy of Pqets360 are by

women and 2,570 are by men, and 334 poems

poems collecteddm Poetry Dailyapproximately 142 of those poems are by women,

while 192 are by men. The remaining 37 po
In an effort to ensure consistent genre category assignments, | defined the criteria

a poem must meet before being taggse@kphrastic at the outset of the proféddaving

to assign clear labels to poems often tested the resolve of the sometimes dealiragy

decisions between what makes one document ekphrastic and the other not. However,

each decision representedanscious effort to remain consistent. If a poem included the

name of a work of art, obvious description

Web page, or was taken from an anthology of ekphrastic poetry, | labeled it ekphrastic.

Poemsthatmentiomr t i st s6 names, but that did not m

|l abeled fiunknowno unl ess or unt il a second

% There are a few exceptions to this rule, howeverearlierstages oftapr oj ect 6 s ItHopede!| op men't
to usegenderand genreategoiesto train a classification algorithm to test if it could distinguish

differences betweaeekphrastic poems by men versus those by women. In order to create that study at least

10% of the data needed to be classified as Aunknown
were intentionally left taggeu n k nown . 0

% In order torefine the criteria for ekphrastic, n@kphrastic, and unknown category assignments, | began

with a random sample of poems using a random number generator. Reading those poems, | considered

what was a reasonable degree of research that could be perforonddr to finish the metadata creation in

a timely way. The genre definition guidelines were derived from recording criteria that would correctly

describe most of the 20 poems in my initial sample.
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scholarly article cited a specific work of art to which it referred. Notional ekphrasis,
thosepems t hat create I magined works of Vvisu:
labeled ekphrastic so long as at least one other source also recognized the poem as
ekphrastié f or exampl e, it was includdhkke in the 0
American Aademy of Poet#/eb site or found in an anthology of ekphrastic poetry.
Poems that included one or more easfigognized ekphrastic trope, such as possible
envoicing of an art object or an epigraph including a dedication to a painter, or poems
that incluae extended descriptions of domestic objects that might be considered
ekphrastic (such as a map or a bowl) were
poems that did not meet either the criter:i
as Ffkpbrdati c. 0O Al'l in all, 276 poems in the
Future iterations of this project will continue to increase the number of ekphrastic poems
in the collectior® In the following chapter, we see two ways this metadata fuels how we
select, model and interpret the data through the LDA process; however, it should be noted
that the usefulness of the digital collection and the model stems from its inclusion of both
ekphrastic and neekphrastic contributions.

Metadata concerning theistence of duplicate poems in the database improves
the reliability and efficacy of the model 0

dataset, duplicate files resulted from one of two possible avenues.

% Future work would also include a classificationlgsis, which unfortunately was not something that

could be accomplished during the gréumided portion of the projecClassification analysis includes

training an algorithm on a set of exemplary data (a combination of ekphrastic and non ekphradtam) and t

using the computerds decision trees to predict the
through c¢classification decision trees, one might id
guestions about how human assumptiansut methods of classifying ekphrasis may be understood by

contrast.
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1. Afile may appear in the original poets.ongpmems.com database twice. These
were the easiest files to catch, because they are most often identical in title and
author formatting.

2. Afile may appear in multiple sources under slight changes in title and author
name. In other words, if Willam Carls Wi | | i ams 6 fAMus ®e des
appeared iT h e Ga z eeadited by $opn Hollartder, which it does, and was
keyed in without the accent mark, but it also existed in the poets.org database, but
generated an error during the conversion to text wiheraccent mark had been.

It is possible that the script designed to tag duplicates read these two files
differently and therefore did not mark them as duplicates.
All'in all, precautions to capture duplicate files generated an additional metadata
categoy, marking every file in the database after the first instance as a duplicate. When
the text data is merged with the metadata during the preprocessing stages of the LDA
tests described in the next chapter, files marked as duplicates are left out thsee da
used for LDA analysis. This results in a decrease of files from 4774 to 4500. Despite our
best efforts, some duplicates that were not detected by the duplicate script remain in the
data set when it is imported into MALLET; however, these filesatsaem to pull the
topic distribution in ways that decrease the accuracy of the model. In fact, in some
instances, the ability of the model to assign nearly identical topic proportions to duplicate
files serves as further indication that the model iskimg® while this may seem foreign
now, this concept will become clearer in the next chapter. Future studies using this
dataset would benefit from careful and perhaps manual data cleaning that fixes special

characters and repairs their UBFRassignment.
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Iterative design, version control, and purposeful imperfection

Iterative design processes require establishing clear methods for version control
for primary data, for metadata, and for LDA modeling data. As digital projects are
seldom solitary undertakinggersion control repositories such as Gitf{ulow
multiple users to read, modify, and track versions of their data in a way that can be
recovered if needed either because the existing dataset was corrupted or because there is a
need to rerun an earlietest on a prior version of the dataset. The advantage to
continuing to use GitHub to track versions
data set and met#ata can continue to be improved, updated, and increased, while at the
sametimeestablisi ng a record of the projectdés | ega
careful record keeping, changes to the data can be introduced in the middle of the project
to produce immediate results.

Why should such a thing matter to the literary scholaraslif,have argued
throughout this dissertation, our understanding of the ekphrastic tradition is a dialectical
process of discovery, engaging with historical tropes, and readjusting, then the ability to
compare future data models with those that are nmitet or biased represents the
enormous potential for future scholarship. Versioning datasets allows researchers to
compare their evolution, leading to a better understanding of how the data, the humanities
guestions, and the rich points of inquiry hahanged over time. Similarly, if metadata
is a form of criticism, descriptive or predictive, it underscores the existing beliefs of the

researcher who created it.

" GitHub is the repository in which the data versions are heigs://github.con.
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As the earlier quotation from Kirschenbaum makes clear, data and metadata are
elusive aspestof digital projects. None is ever big enough, clean enough, or well
structured enough to achieve precisely what it is that researchers would like to achieve.
Just at the point where the fAperfecto dat a
technologar e r el eased, creating new needs or e\
dataset . 0 Most projects have | ifespans de
and we canot afford to spend the entire pr
exi st. In fact, the DH mantra may well be
formatting and metadata creation are often determined by two factors: intellectual value
and time. First, data should be thoughtfully selected, described (tagbedetadata)
and weltformatted enough in order to work and to reasonably make the argument that
your results can be trusted. The best and higredge data and metadata address the
central questions of your project, and when they are not absolutagsay, it is time to
make the difficult decision to stop. To engender the values of iterative project design
often means choosing between g@swugh and great, and creating the data and
metadata for this iteration of the project required that chdtoeusing on gender and
genre for metadata categories, | decided to let go of other tags, like publication date or
URLSs pointing to online and freely available copies of the poems in the dataset; however,
by choosing not to pursue perfection, the projeatiooed on schedule.

Each missed opportunity, excluded poem, and unremarked upon metadata tag
presents opportunities within the small project environment to make substantive
improvements in short, serialized steps. Perfect data sets are a myth, ofterhfarms

a barrier to scholars who wish to begin DH projects and feel surrounded by projects
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Amore perfecto than what feels achievabl e
data set, | want to suggest that we place a much stronger emph#stssmore

intellectual and more necessary component of data cudatlata versions. | would

argue that we judge projects not by the dfc
how well its versioning has been documented, how thoroughly curatocialaies such

as what to tag, when, and why have been publicized and described, and how much the
evolution of the data contributes to the development of other projects within the

community. In much the same way that we know more about the value of am layticl

how often it has been cited, we should value a digital humanities project by how much

can be learned by the projects that follow it.

The Story of Stopwords; or, Data Preparation

In the previous two chapters, close readings of ekphrastic poemshpdih
Alexander, Lisel Mueller, and Elizabeth Bishop take seriously the influenrceallsal
Ali ttleo words |i ke Ato, o0 fAby, o6 Aon, 06 and
composition. Distinct for its highly concentrated language, poetry places an attreas
degree of significance on even the poet bs
Frostds poem AStopping by Woodso would be
in Woods, o0 and the difference wougidad be mor
proximity to the woodd near rather than in them. The change would resonate aurally, as
well. Consider, then, the difference that would be made by removing punctuation, line
breaks, diacritical marks, capitalization, and Higgguency words. Auded s openi ng
Il ine AAbout suffering they were never Wwron

understoodéo would be dramasutédbkblryndi heeee
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old masters understood. o What | bsfdsterat s6 O
child silence slow time sylvan historian e
The first steps in preparing documents for topic modeling require making such

changes. Preprocessing strips documents of upper and lower case letters, removes line
breaks and enjambments, deletes Higlguency words including articles, prepositions,
pronouns, conjunctions, and common vérbbsi ke fi s, 0 &andwmnsd and fw

documents into strings of sequential words that no longer bear the same syntactical

meanirg they once did. Given this, how can a methodology that requires radical

decomposition of a poemds | inguistic meani
texts? Knowing, as we do, the significanc
wenteverywymer ed6 in Robert Browningds AMy Last D

would be and should be nervous about the fact that preprocessing removes the whole line
in its entirety from the text of the poem.
his implied action is included in a list of words, called a stoplist, stricken from the text
before it is imported into the LDA environ
Al ookedd Aond Aando Aher o Al ooksodo Awent o i
that hold little semantic weight. Because of their frequency, however, prepositions,

articles, conjunctions, and other hiffequency words are removed from the corpus so

that their sheer volume does not skew the results of the LDA model. While the

uncer st atedness of Browningds |l ine actually
the same line in, say, the middle of a transcript from a congressional hearing would not

operate the same way, and LDA algorithms were developed witfigtmm prose not

poetry, in mind. Raising these issues illustrate how different one methodology (topic
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modeling) might be from another (like close reading), but more importantly require
understanding how the deformati¥aspects of preprocessing first determine teation
of LDA topics and the model 6s predictions
and then influence whether and how interpretations and discoveries can be made with the
model 6s output . The results, ®andprising a
interdependence of close and distant reading practices as cooperative methodologies.

As | noted earlier, the ekphrastic networks created in chapter 5 use a computer
program called MALLET to create LDA models of text corpora by predicting the
likelihood that documents with similar patterns of language use are most likely also close
thematically. What precisely fAtopicso are
following chapter; however, before the LDA algorithm in MALLET is possible, the texts
in the corpora need to be converted into a format MALLET can understand. Over the
course of the final pages in this chapter, | review the decisions made during the
preprocessing stages of the topic modeling experiments that form the basis of networked
readngs of ekphrasis. As we will discover along the way, preprocessioge in a
purposeful and reflective wéyleads to a discovery about the language of stillness in

ekphrasis and the ability for machine learning techniques to detect stasis with thg, article

9| purposefully invoke the termeformanceher e t o cal | to mind Jer ome McGal
of the term, in ADefor mance &udaormativé procepluresptitathei on o i n
reader in a highly idiosyncratic relation to the work. This consequence could scarcely leel asioice

deformance sends both reader and work through the textual looking glass. On that other side customary

rules are not completely sharircuited, but they are held in abeyance, to be chosen among (there are many
systems of rules), to be followed ot as one decides. Deformative moveskestigate the terms in

which critical commentary will be undertaken. Not the least significant consequence, as will be seen, is the
dramatic exposure of subjectivity as a live and highly informative option efardgtive commentary, if not

indeed one of its essential features, however neglected ialassical models of criticism that search

imaginative works for their "objective" and general qualifies.

http://www?2.iath.virginia.edu/jjm2f/old/deform.html

241



http://www2.iath.virginia.edu/jjm2f/old/deform.html

conjunctions, prepositions, and hifhr e quency words such as fAst.i

Asayo removed from the poemsdé text.

| admit that | began as a ndxelieved none of my training as a literary scholar or
reader of poetry prepared me for the fact that the little words, upon which so many papers
and articles in literary studies hinge, could be completely removed from anteyetr
produce results | could trust. Removing high frequency words from the collection of
poetry does affect the outcome of a computational analysis, but the results were not at all
what | expected. Despite my vehemently held belief thattiegfuencywords carry
more semantic weight in poetry than in prose, the stopword tests prove that we can
produce useful and reliable results without them. Additionally, the results show that
stillness and stasis in ekphrasis are more evident when the directcetetethem are
removed and their eoccuring metaphors and language divide into multiple, diverse
discourses, ranging from peaceful to anxious. Although computational studies of literary
texts and the close reading practices of literary scholars apgdeat glance to be
contradictory when it comes to how we read, the two fields in combination can work to
the advantage of literary scholars by refocusing and occasionally distorting the lens of

close reading to bring the latent patterns of texts in@retdocus.

Despite digital humani st s cel ebration

tool for topic modeling, few humanities projects consider how its preprocessing steps
affect its output. While some digital humanities scholars, including Matilbekers and

Ted Underwood, opt to write their own custom LDA programs using a programming
environment | i ke R, the choice to author

compelling nor practical. MALLET provides a robust, extensible, and perfectlieviab
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solution, and choosing to use tools that already exist and work well saves precious time
during the lifecycle of a project. MALLET made the most sense for this project because

it was relatively easy for me to learn and consequently would make mysreasiér to

share. Furthermore, by choosing to use MALLET, my discoveries, trials, and results can
be more readily applied by other scholars in the short term, thereby reducing the need to
learn how to program rather than increasing it. For DH methodolsdmme more

commonplace, we must reduce the threshold of understanding and acceptance rather than
unnecessarily increasing it.

In the field of computer science, where methods and algorithms of natural
language processing (like LDA) were developed, higlqdency words that hold little
semantic weight create a high noise to signal ratio. In most applications of algorithms
such as LDA, higHrequency words overwhelm the model, skewing it away from
semantic clusters. The sheer repetition of articles, cotuns, prepositions, common
transitive verbs (was, is),or simply common verbs (look, say, see) overshadows less
frequent but semantically weightier words. To correct for this imbalance, developers of
natural language processing algorithms compile lisksgh-frequency words that are
routinely removed from the dataset. MALLET is no exception. The default settings for
importing data into the program removes stopwords listed in Appendix B. In practice,
stopword lists improved the results of LDA algonith on large corpora of ndittion
texts such as grant proposd&sjencenagazine, and Congressional testimony.

To a computer scientist, this all seems quite obvious. If you are a literary scholar,

particularly if your object of study is poeérythe previous paragraph is likely to be

anxiety producing. The Alittleo words rem
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are not filler words. They may not carry semantic weight, but they do carry syntactic
significance, which is to say that they often deteeror define the semantic weight of
the words surrounding them. As poetry critics, readers, and writers know, articles,
conjunctions, prepositions, and pronouns are all an important part of an art form valued
for its economy of language. In fact, somehsf most interesting articles in literary
studies hinge on such things. Consider th
Bi shopdéds AThe Mapodo creates descriptive den
map maker, printer, and readethesyn act i cal signi ficance of t
authorial control over the image and shifts the creative and interpretive relationship
among t hem. | coul dndt make that argument
word that the stoplist preprocsg would remove from the data set altogether. This
represents the crux of many debates over close and distant fedalitgy something in
order to gain another perspective.

Close and distant readings, however, are not mutually exclusive for LDA to be
effective. By contrast, what the following tests proved to me is that they depend upon
one another and, when used together, produce a richer understandingdof texts
particularly ekphrastic ones. Unwilling to be convinced that removingfnégfuency
words could work, | designed a test to see how the presence of stopwords affected the
usefulness of the topic keyword distributions the LDA produced. Without introducing
the LDA process in detail here, as it is covered in greater detail in chapter 5, what is
useful to know at this point is that LDA is an algorithm that sorts through documents and

creates groupings of words that are most likely tooou® in other words, to appear in
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the same document, in this case each poem. It is a form of machine |¢aanhinges
relationships between words to predict which documents share a common language.

As Mitchell, Heffernan, Hollander, Loizeaux and almost anyone writing about the
genre explain, ekphrastic poems besgech
to varying effect on the stillness and silence of the work of visual art. Therefore, the
following test foregrounds the words: look, see, still, and stiliness. To test the influence
of stoplists on topic models of the poems in my digital corpus, |ite@dhe dataset into
MALLET in four ways and then ran a 40 topic model of each version of the preprocessed
data. In the first test, | skipped preprocessing altogether, keeping every word in tact in
the corpus (Se€ableb). For the second test, | heavily edited the MALLET stoplist, and
about 50% of the higfrequency words were removed from the poetry dataset before it
was modeled (Sekable6, Appendix C). The third test only slightly modifies the stoplist
leaving words frequently associated with ekphrasis in the text to be modeleth{$ee
7, Appendix D). Finally, | aultastoplist($edable8 s t
Appendix B). More attention in the following chapter will be paid to what, exactly,
topics are and how they are created with LI3AThe following four tables demonstrate
the results of thd0 topic key word distributions from each of the tests.

Learning to read topic keyword lists takes some practice; however, for the
purposes of understanding the influence of stoplists on topic word distributions, there are
a few things to focus on in tliellowing Tables 14. First, each number on the far left

represents the topic number, in this case freB® ®ecause 40 topics were requested.

The next number, called a hyperparameter

% A copy of the MALLET commands and parameters used for this test can be found in Appendix E.
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how much of the collemn might be described by each topic (For Topic 1, the
hyperparameter is 0.25 or 25%). Next, to the right of the hyperparameter estimation are
the top 20 words associated with the topic in descending order from most likely to least
likely.

The questiond ask as we compare these four tables is: how does the presence or
absence of higifrequency stopwords in poetry data affect the distribution of words most
likely to be found in a topic, and more specifically, how does it influence the distributions

of ekphrastic texts? How might the presence or absence of words commonly associated

with ekphrasis affect the ekphrastic poems within the model?

Table 5
Table 5/ Test 1: Keyword distribution - No stoplist

Topic ID Hyperparameter  Key word distribution

0 0.25555 the a in of on with house up by dog an table old street door &
kitchen room under cat

1 0.83605 the and to s on at one from with this all out up now down bad
for time there no

2 0.00343 that ye and to in of for your my me so may ne thou is us doe
woods which

3 0.00767 night moloch for wi johnny o ye auld york syne gat lang three
fere andor stan owre kong lord fu

4 0.23175 we our us in are with when as how were for ourselves have
each who together from while re

5 0.50699 the of and in with that to out who on from god all fire time nig
world light earth man

6 0.38771 a and like with in as on skin his eyes hands blaick body
inside mouth white blood little out

7 0.2099 of the its s this no to body death for from stone earth light he
into world by own

8 0.51036 was and a had were that in it to said but could did came whe
saw they then i one

9 0.68727 to not and be for will is love no but that if more or let all life
heart as have

10 0.40124 the in of a for to on new from with old at or who one day yea
like years days

11 0.47055 tiits you to can don but that what know so m say about a il
we

12 0.05175 s little drink who mr dad money says for hair at richard boy s
spam black lamb milk get big

13 0.50871 i my me am in have when myself m so this mother see love 1
mine how man father own
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14 0.08862 tree s fruit apple their sweet no come honey soil apples buy
seed ripe garden leaf bees full bee

15 0.01868 deanlasnyteaellel meen miss green atdin o on

16 0.03657 d o all soul n see ring heav th towell while ev ever what thro
long name pass

17 0.19007 a of s in blue white red as green with light gold flowers flowe
color yellow an glass eye silver

18 0.86073 and a to of that or it as for this so be not is have all what but
one

19 0.30406 athe of water like on with where river from into over through
or by across black an city

20 0.21519 they their them and are to men with by children women have
these those who themselves each old faces

21 0.65618 the in of like on light night sky wid as trees sun snow rain fro
moon leaves when at its

22 0.08392 the and to with of his in but their a on her nor as at this by so
thus

23 0.06979 one its of by s another life their when being each choose coe
matter with movement hide person thread suddenly

24 0.04091 s too back whack jump off potato honey ice jazz ball happy
chocolate crazy liver butter fast baby chicken bed

25 0.09293 poem a wih write words poet poems by book an read or s
writing poetry stop page word text written

26 0.23994 the and a with in s upon by their they blood from through its
like on heart each dead

27 0.13829 with thy thou that thee and o all shall from er get but when
now s then sweet which

28 0.43763 the to of it into then as and its up a down for on from over ou
back through head

29 0.24138 he his him man s and a for who father to at when dead on
himself boy by now but

30 0.04181 no more than some any self nothing portrait even not duke le
cause question change case necessary raven announce like

31 0.27699 the of in to as an which by or with from more than on world
mind life at sense these

32 0.36481 and the a of in s asatong old where that by all there song o
little is

33 0.04452 being not by people who because having states gertrude am
inside american an been our also going during real plane

34 0.59288 the is a it in of that are there has not an this what but one no
time will does

35 0.10043 the sea of and on ocean ship sand waves water boat tide as
shore great beach shark land wind

36 0.24688 you your are in with have when will to who dbveere yourself
face re now woman ve for

37 0.18012 her she mother woman a s to as girl at from with for who eye
back white herself not hair

38 0.1903 the and to s of his in from by on who their god our land war
great whose lord king

39 0.07415 a of each an horse letter line p em height box set space use

ink horizon ocean between cowboy
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Table 6
Table 6/ Test 2: Keyword distribution - heavily revised stoplist

(stopword-ekphrasis TT.txt)

Topic ID Hyperparameter  Key word distribution

0 0.02506 ball spam eat father milk potato eng trouble food from casey m
horowitz chicken cow ate brooklyn ice never market

1 0.45871 had it of said in they then one did with out down saw would wh
for not on up went

2 0.22881 they their them are in by men children on have women up
themselves see old hands faces girls heads bodies

3 0.19003 of with red white like hair black blue eyes girl mirror little lips
green color yellow pink shoes brown silk

4 0.02321 gertrude has inside text stein lauren shot likely type bad everyt
must version species by animals across whitney effect genius

5 0.08197 poem write poems poet letter book read page writing poetry thi
words written wrote poets word name letters pagegish

6 0.25807 he his him man in for on dead father himself boy has god now
eyes head hand see by

7 0.29525 in on with house room out for table up from street door mornin
window off into car kitchen outside night

8 0.37333 of in with for life death earth its from world soul god man no ou
light by dead where body

9 0.59167 of in on from where into light like over with down water by river
up one then dark now here

10 0.16245 his from our by their on god in let men lordegt every when for
hell land good have own

11 0.01145 de la el miss le en me green do on yo ain thump verde les est
dat con ah

12 0.20948 of in with their for art self where praise his fire horse deep wall
double words blood broken rock

13 0.02364 black little richard moloch love daddy harlem white fat red high
braids moonlight bloody bill jazz loves jesus european club

14 0.055 by form movement matter its stop coat desire theory point hun
consciousness physical solar above layer albei¢ tenure
sensation

15 0.06074 thy thou thee love then for with art me thine ever doth er more
sweet heart st dear soul from

16 0.00569 ye of ring with in let drink sing woods it which doe us for answe
theyr eccho rats up out

17 0.04171 history here stone war from dead states fly name call exist nan
does mexico buzz monument marble built march between

18 0.41975 of in with for one old years when new on by two last year after
how long from no first

19 0.12516 sea of on water boat blue ocean waves sand ship with land tid|
shore beach sun fish green island wave

20 0.10667 water with fish bones skin hot old smell out rock dirt broken bo!
sand some off mud steel dry dust

21 0.66363 will in are not love for onevhen no have day let night go on mor
may still time now

22 0.11132 our us ourselves from how together live bodies even heads ret
with heat occupation lives ours sleeping planet luminous heart:
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23 0.09126 song music of bird singing sound sing songs notes long sings !
hear sang voice listen heard blow door sounds

24 0.58131 it don like know have say me how do when for about with they
out on want up ve

25 0.08963 of in city america people over waew york under world white
american man st streets street jew avenue paris

26 0.33956 in with like upon how eyes long night from by its voice heart th
no light hand on hear deep

27 0.21709 of in tree green flowers grass flower fruit for trees garden like
leaves sweet with summer apple rose wood leaf

28 0.34873 in of snow night sun sky on moon rain wind winter light summe
fire are it white blue cold by

29 0.04999 of its bells hawk out fsrm woman it guitar round itself stone time
sand head parrot final shell living wings

30 0.00708 night wi sir conturbat mortis timor for auld lord some syne gat r
ye duke lang announce rocks owre cleft

31 0.05357 with his her he their on in from by more for heaven fate they st
mind now then vain arms

32 0.00422 for choose din ben hath ne instead thi erthe al gunga herte ma
merci alabanza oure yow myn shal no

33 0.04266 by new fear modern art times paintimgiseum mr order model
artist calm york studio public center situation prometheus oil

34 0.17635 her she of woman mother girl from for with hair in herself on nc
daughter child says one hands lady

35 0.5389 not of it in no for have which more by one would do much som:
will even how such us

36 0.62254 it like its in on into out up from back body down then over hanc
inside when hands their mouth

37 0.37389 my me in of have with mother love from would mydedart father
mine life face hair name body god

38 0.4388 of in it are one like which on has nothing about something its f
into world other time things sense

39 0.1928 of with from in their on now which when some where er by whi

her happy day round heaven still

When too many higifrequency words were left in the dataset, the sigmalbise

ratio becomes too high to interpret the word distributions, as can bensesvies 1 and

2. The results ifable6 show the key word distributions when about half of the words

from the MALLET default stoplist. The results produced by the model are heavily

influenced by pronouns and prepositions. For example, Topic 2 forms around collective
identities with key wordscluding: they, their, them, are, in, by, men, children, on, have,

women, up, themselves, see. Similarly, Topic 22 combines pronouns with collective
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bodies, or many body parts, such as: our, us, ourselves, from, how, together, live, bodies,
even, headsWhile those may prove interesting if the study we hoped to perform were
centered on collective versus individual identities or distributions between gendered
pronouns; however, for the kinds of questions | want to focus on, strong pull along the

lines ofprepositions and pronouns is not as useful. For examplahie6, Topic 33
includes the words fdby, new, fear, moder n,
model , artist, cal mé. 0 elrosentedvecabuldrethee x pect a
ekphrastic poems are not predicted by the model to include more than 4% of their

language from that topic. However, the model inversely identifies tha¢kimastic

poems are highly likely to have a proportion of its laaggicome from this topic, one

more sign that the model is not producing useful results. Parsing the exact relationship
between the documents that draw heavily from Topic 33 is not a matter of nuance.

Instead the group seems to be primarily created aroume use of the word

specifically included fAbyo in the model do

5
(@

| ocating and identifying poems in which

which relate to other visual aesthetic objebt# sorting through the topic is about as

useful as conducting any kind of close rea
Consequently, the results are too disperse
hoped to ask alboaki Mge.td | | Gersdear eod @r onouns

Topic 6 and Topic 34T@able6) might produce interesting studies about the use of
gendered pronouns in poetry and the language that gendered pronouns teoccto co
with; however, in this particular study, w

focusing on how women and men talk about stillness and looking. The way in which the
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data is being sifted through the introduction of such high frequency wordgeshtire
focus of the model, and in this case, those changes are not productive to addressing the
main questions of the project.

Returning toTable5, the inclusion of all words in the topic model (ie. not using a
stoplist at all) further reduces the potential uses of the model as a means for exploring the
| anguage of fAstillnessodo and fddblesoki ng; 0 ins
demonstrate that articles, pronouns, prepasstiand higHfrequency verbs are often
found together. No surprises théféTopic 8 is dominated by frequently used verbs:
Aiwas, and, a, had, were, that, in, i1t, to,
|l , one. 0 Whil e tmligkt benrterestingfinsteans ofunderstandink
ekphrastic poetry, in this case it does little to identify a trend regarding ekphrastic
Al ooking. O l nstead, by glancing down the
the topics with the highest propions, such as Topic 1, are distributions of articles and
pronouns that offer little insight into the texts themselves. The key word distributions in
Table6 suggest that, contrary to my original inclination, eveatpouses enough high
frequency #Alittled words that their inclus

might be discoverable.

19 Wwhile the results of the third test are not useful for this particular study, the results easefbl for

another line of inquiry. For example, Topic 25 in Table 2 seems exceptionally focused on poetry, writing,
and words, accounting for an estimated 9% of the collection (.089 rounded up). To find a topic so clearly,
semantically evident attesgsu ant i f i a b | yrefléectivenpss. eWhatyth@rs is t® kelmade of Topic

35, which draws heavily from the language of the sea (e.g. sea, ocean, ship, sand, waves, water, boat, tide,
rock, shore, great, beach, shark, land, wind) and predictextoniiat for 10% of the corpus? Whether or

not this is a bias of the dataset or a trend that deserves further inquiry is precisely the type of question that
cannot be attended to here, but could be a trend worth investigating.
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Table 7

Table 7 / Test 3: Keyword distribution - Slightly modified stoplist

(stoplist2.txt)

Topic ID Hyperparameter  Key word distribution

0 0.0446 drink at cat goat wolf eat man fox hair dogs nose elephant mil
shot black head cats ho play house

1 0.17536 dead blood death fire at war men black living man red god bo
stone earth die burning broken hot iron

2 0.13577 sweet song er bird spirit heaven earth thoughts long dim deey
heart hath soul beauty sad eye music weary

3 0.00975 bells de la el greeen verde con los mi del se poem est thunde
ya poema 00 sobre

4 0.01839 praise mr mrs johnny milk captain drawer horowitz good give
friday henry kong learning nervous pigeon son alabanza run

5 0.10995 table dog kitchen eat ice coffee food bread plate orange morr
cup dinner glass cat breakfast sugar cream fish happy

6 0.03259 year spring ring mary deer hills owl march joy pretty hall bring
winter starlings wild turn months bells aged swarm

7 0.02432 parrot trumpet oil ringing kingdom beat lee surface chickens
head parade strung poverty daybreak legged dust brain anna
lynn

8 0.03548 life earth choose world version flag creation announce rule
pressure god animal persephone link witness discuss dream
politics free space

9 0.21504 skin mouth body tongue blood bone heart inside flesh black f:
water hard fingers salt bones legs tagerocut

10 0.06537 god lord ye hell man good heaven soul truth holy jesus devil
mercy peace sin prayer king son lamb spirit

11 0.02004 coat theory thread sir prometheus fabric sensation layer matti
matter completed fold folds yastrzemski cut threstidsh cloth
code blue

12 0.21468 world mind made sense things at nature body thing point hun
space order form place part person thought feeling real

13 0.72897 night at light dark sun moon sky day wind sleep still stars rain
long eyes hear air white darkness song

14 0.10302 land war freedom great power king america free still at er arm
fame fight strong fate virtue battle man gods

15 0.62123 love life heartdeath time man world day soul long see god still
earth men face eyes die before give

16 0.41795 body at back inside air world time small hands water after birc
before eye look line tiny half place forward

17 0.22487 city house street window streets after windows room walking
walls smoke past cars time train back houses car town door

18 0.05818 war american america people states richard white president fi
public big york great americans james bomb century flags bus
plane

19 0.35331 white black woman hair red at girl eyes boy face hands blue k
man mother bed room arms see mirror

20 0.11715 sea water sand ocean waves ship boat blue fish shore tide be
white green land sail island waters rock shark

21 0.00714 night wi fear monkeys auld syne gat fere lang fu owre ye na s
till afton nae lasses luve stac
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22 0.03881 at place stood vain rest heaven high fear hell mind feast care
prey length fate proud maid pride sight

23 0.00791 de miss le ain din la dat les cf slim ter dey jump ah sieve des
scarlett pas yo peter

24 0.2945 tree green trees flowers leaves grass summer blue flower red
leaf garden white spring birds sun rose gold sweet

25 0.11396 see glass light eye wordalhsurface portrait text picture dust
hanging mirror box art black open lamp white oil

26 0.02932 man dead men woman women spam loves fish shoe age time¢
european watch people world unfolded daddy sex jew lies

27 0.03353 horse see look passage perfect women beautiful cross enter
miracle flow role alive beach real lower curious waits form
interest

28 0.10424 poem write words poems letter poet book word read page wri
poetry language letters wrote written days poetepamglish

29 0.59076 at say don Il ve see time make says people day look things bz
good after feel remember thing won

30 0.00294 gertrude ye ne doe ring woods conturbat mortis timor theyr al
eccho sing ben answer love stein thi shal erthe

31 0.12433 mother father children brother child home son parents made
years daughter school dead wife grandmother family days gre
dad

32 0.3327 at back saw before made turned looked thought head knew d
left still man stood night after heard felt sat

33 0.10409 stone head hand round eyes great man left rock foot stands H
master back narrow set shape close mountain bound

34 0.03898 return sand life patience numbers lightning spiral shell rocks
windmill weren animals live walrus desert call covered violet
layer crab

35 0.02921 occupation whack time question cover west change grace dul
wrong charity justice political chair circulanill fallen held
diminish likeness

36 0.06473 thy thou thee art doth er hath thine sweet st ye happy tis joy fi
mine hast view ere heaven

37 0.07777 men heard round day lay at saw till side fair merry stood high
eyes good lady look sat young cried

38 0.18687 river water snow trees ice road cold lake winter fields country
bridge sun stones horse woods field hill frozen leaves

39 0.01737 ball moloch york field father harlem times eng trouble casey jq
brooklyn tenure funeral thousand blues chang ebbets bat los

Table 8
Table 8 /Test 4: Keyword disribution - MALLET default stoplist

Topic ID Hyperparameter  Keyword distribution

0 0.18396 round high bird moon blow full wide half silver low wild mounta
wing green hills hill wind eye woods sun

1 0.02184 johnny good milk mrs run horowitz mr potato cream ate ice
mattress pie learning plate barbie cow diner stan animal

2 0.12127 night moon stars light sleep sky star fly darkness dark air flight
blue mother hour dusk birds midnight wings sight
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3 0.08316 thy thou thee love er art sweet hath doth fair tis thine ye joy st
heaven mine behold happy dear

4 0.21113 house window door room table dog kitchen morning bed glass
day windows floor back time sit wall half work

5 0.07156 didn people wasn weren worked knew war hide happened cou
family middle husband wanted occupation felt read age jews h

6 0.02495 horse moloch broken thump stone time west bit pony set rock
angel cowboy greatest feet candle le mental jazz farewell

7 0.04728 man dead men woman cat dog loves fox dogs age wolf poor
women caught desert clock friend tom lion walking

8 0.01104 de la gertrude el en green le din miss con yo verde inside dat ¢
les los slim dey ter

9 0.17388 black girl white hair woman red blue man shoes eyes big hat f
dress young girls back women wearing mirror

10 0.39171 heart love death soul eyes night long earth life day dead face ¢
heaven light sleep blood tears lips voice

11 0.64375 eyes back bogdface light hands hand head dark open air inside
woman white world arms small feet close black

12 0.00981 choose mr life bo lady bonghy yonghy shalott sieve camelot ji
order jones phyllis daphne tristan lands di heap jumblies

13 0.02399 women monkeys announce oil ferry political person boat adve
waters whitman animals perfect great press flow beautiful boc
walt emperor

14 0.17747 don Il ve won back people hand good thing make didn drink b
left man love isn put wouldn kind

15 0.03142 war flags rise past lies captain passage great north rocks
monument jew india thunder africa southern history country
march british

16 0.02637 spam letter people american york henry president america we
tenure world bush september william prometheus wallace arn
guam yastrzemski

17 0.0023 ye ne sing doe woods thou conturbat mortis timor ring theyr a
eccho ben answer hath love thi shal erth

18 0.07099 music song bells sound sing singing notes praise time words
songs guitar hear ear voice listen heard bird buy tune

19 0.78105 love time life day world things long years night make live find
days back give home end place good call

20 0.2278 poem words book write word poems don read poetry poet fee
work story page called makes writing letter language speak

21 0.18449 mother father boy children child son home brother years mad
dead girl school family sister daughter boys wife parents
grandmother

22 0.01041 whack duke sir portrait cf text lord freud albert london grace
water beat king jeoffry che ladies miss gri elizabeth

23 0.18265 sense mind world human body space life made things order fi
point nature place free movement tineal history desire

24 0.18222 tree flowers flower summer green fruit sweet spring garden g
trees rose apple sun gold honey blossoms year autumn bloor

25 0.07575 water river lake surface ice back rivers ve bridge fish bottom
swimming banks flat swim winter mississippi pan boat stream

26 0.01624 ball father blues field eng harlem trouble casey lauren boy shi

white los play chang ebbets brooklyn yr people high
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27 0.02369 fish riding drawer miracle moonlight woman fucking ray
apologies kingdom opens daughter idea loved mermaid tlot
thursday blades diminish pond

28 0.03332 fear maid mind place stood twas fair heaven death rest love
ground pride care kind fate proud pursued prey pain

29 0.28902 skin blood mouth inside black tongue bone flesh eye water bc
cut body glass eat broken salt hole open teeth

30 0.51021 wind sky light trees blue white snow leaves green rain sun fie
dark red grass air road earth water birds

31 0.02932 sand matter spiral stone living ancient edge endless fold cave
silence rill burning canyon troy gate round slowly hush stretch

32 0.0315 states coat flag thread theory needle fabric gun cart dot versic
spider donkey united july call voice mexico moment rips

33 0.23052 god man great men earth world soul good make lord hell mac
peace death truth heaven fire spirit light time

34 0.0549 land ring er fame vain freedom fate arms heav war america r¢
free plain liberty rise blood shore power sacred

35 0.07687 color stop painting art artist painted model perfect cover muse
wrong makes reason wanted witness change completely case
hope

36 0.3379 back made head turned night looked left thought stood fell mé
heard knew put sat side long day hand men

37 0.15139 city street streets train past river inside cars paris car town yo
days houses talking night famous walking people lights

38 0.11498 sea water waves ocean ship boat sand tide fish shore beach
great white shark blue land sail waters vast

39 0.00964 ye night wi ha auld merry tomlinson syne sin rats gat mayor p
michael man pipe lord alabanza fere lang

Perhaps the most demonstrative and telling difference between the results in Tables 3
and 4 is that in the tficgie¢ owhesrte [t he® WantdD
included the distribution of ekphrastic poems become more diffideewer ekphrastic
poems are associated with any single topic in the thirdTtabt€7); whereas, in the
fourth test Table8), the ekphrastic poems are more demonstratively clustered together.

For example, in the third test, 88 ekphrastic poems were predicted to draw more than 1%
of their language from Topic 13. Topic 1&ewise, is the most dominant topic across
the collection and is associated with a predicted 72% of the poems overall, meaning the

words with the greatest weight in Topicdl8 ni ght , at, | i ght, dar k,

191 The exact list of words imeded in test 2 that were not included in test 1 can be found in Appendix B.
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s | e e pg, aredikely tb bedond in at least 72% of the corpus as a whole. Other topics

from which many ekphrastic poems draw more than 1% of their language include topics

13, 19, 16, 15, and 29. Further sifting through of the poems, their genre classification,

and their topic prop¢ri ons reveals that the difference

and Al ookedo tends to decrease the coheren

prediction, introducing the manxaried language of stillness and looking disrupted

possible cohesion amgrekphrastic poems and instead created affinities between texts

that had more to do with the exact form of the word than with its semantic function.
Surprisingly, the fourth tesTéble8), which uses the MALLET detdt stoplist

(removing the most words from the corpus before topic modeling), yields the most salient

results. Topic 11, which describes 64% of the entire corpus but is not the most heavily

weighted topic in the model, contains 125 ekphrastic pdea®ut50% of the poems

with the category tag, 0fekpHHabed toalesceo Topi

around body parts (eyes, back, body, face, hands, hand, head, arms, feet), space (open,

air, inside, world, smalklose), and shade (light, dark, white, black). The poem most

closely associated with Topic 11 is Willia
Though we know Williamsd poem was most | ik
Ballet Russe at the Met, thegganés ¢l ose af fil i ation with a

the ekphrastic poems in the collection caused me to reconsider it. The Ballets Russes,
which transformed ZBcentury ballet, synthesized efforts across the fine arts. Visual
artists, including Pdb Picasso, Henri Matisse, Juan Gris, Giorgio de Chirico worked

with Russian and French choreographers, producing sets, costumes, curtains, posters, and
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even programs for performanc®s.Following the Ballets Russes at the Metropolitan
Opera House, William 6  driertds as the 291 Gallery, were known to have painted
and photographed Ballets Russes. There is no textual, or as far as | can tell critical,
di scussion of Williamsd poem in terms of t
prolific ekphrastt writing, his close relationship to visual artists at the 291 Gallery, and
the shared | anguage between fiDanse Russeo0
poems in the collection, | am inclined to reconsider the poem as a form of ekphrasis, and
as sucht would serve as an interesting foil to those ekphrastic poems that take female
bodies as their subject.

Most of the other ekphrastic poems included in this topic, however, draw a smaller
proportion of their language overall from Topic 11, begging thestion: from which
other topics do the ekphrastic poems from Topic 11 draw their language? Moreover, how
do those poemsd6 topic distri bekphiassicgPs compar
Prompted by the model, these questions appear most promisingoieeth# aim of the
project. Using the MALLET default stoplis
other discourses of ekphrasis as it has with representations of bodies, raising the
possibility of exploring ekphrasis as drawing in varying propogitstom multiple topics.
Might ekphrastic poems that include language from Topic 11 also draw heavily from
topics of | ove or mastery? Exploiting the
results of the model introduce the possibility of explorirgdfstribution of topics

among ekphrastic poems by men and by women and providing possible avenues to

275 vi sual Art an dBatlehRuss&alltural PastneRhips Bostan Uniiversitgb. 16
Sept. 2012.
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discover whether or not the distribution of topics within ekphrastic poems by men and by
women reflect divergent attitudes toward the visual arts.

Closerexamination of the model froffiable8 reveals that several of the higher
probably topics are much less coherent. For example, Topic 19, a topic with which 66 of
the ekphrastic poems in the data set are affiliateddes the words: love, time, life, day,
world, things, long, years. At first, the relationship between these words appears vague;
however, returning to the metadata and scanning the poems most closely associated with
Topic 19, we find that the biblicalvere Eccl esi astes 3:1 (fAiTo ev
season,/ and a time to every purpose under
topicds | anguage distribution. The ot her
heavily from Topic 19 share languagetthdiculate the doublbind between love, time,

and the physical constraints of the natural world as a limiting factor to human affection,

for example: |l ove that ends through physic
Marvin Bell or spirituallyas i n APsal mo by Alicia Ostriker
Drydends AWhy should a foolish marriage vo

imagined possible, the algorithm picked out the subtle conflation of time and love and the
language of ekphrasis, preting that 66 ekphrastic poems drew from the language of
love and time.

Furthermore, and significant to this study, Topic 3%able8 predicts that 7% of the
collection includes language that draws heavily from the visual arts: color, stop, painting,
art, artist, painted, model, perfect, cover, museum, wrong makes, reason, wanted, witness,
change, completely, case, light, hope. Theenbdd s pr edi cti on-cl oselyy

existing knowledge from the metadata that
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ekphrastic. These findings are doubly relevant. First, by so closely estimating the number
of poems that draw from the languagfevisual art the model promises a higher

likelihood of identifying the distributions of language my study wants to explore.

Second, by estimating slightigoretexts draw from language closely allied to the visual
arts, it offers the tantalizing posdity of discovery.

Conclusion

Ultimately, the stopword tests present a convincing case for using the MALLET

default stoplist from the collection when running LDA topic models on the corpus of
digitized poems described at the beginning of this chapter.c | udi ng wor ds | i |
a n d odfposoans and articles and commonly used \@libghe topic model is not
worth the additional noise that enters the results; however, | would argue that claims
made about the topic should include a closer reading afdlgeexcluded words affect a
reading/understanding of the topic. For e
dramatically change the basic formation of the topics. The topitalile7 are very
similar to topics irthe Table8. Searching for the terms in
good, either. What is more interesting is to look at the topic distributions to see what
other poems are more closely related to them and theadahe poems to see how the
features we are trained to recognize compare in the poems also related to those topics.

As ekphrastic poems beseech their readers
ekphrastic poems themselves come into focus inoghie model better without actual
words Al ook, 06 fisee, 0 and fAstill o6 present I

where ekphrastic poems are more evident, t

used terms; however, those same topics continfeggrtoin models without the words at
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all. They exist like ghosts in the data even without a physical presence. In fact, the
topics in which the terms fAseeo,TafleSawo, fl
happerto also be those topics that are most dominant in the model as a whole: topics 13,

14, 15, 16, 19, 25, 27, 29, and 32. While higher proportions of language from ekphrastic
poems are likely to appear in those topics, the ekphrastic poems mirror siemts tr

among norekphrastic poems, too. In other words, the model shows that the ekphrastic
poems inTable7 tend to follow patterns that are detectable trends among most of the

poems in the dataset. The topics frbable5 andTable6 are significantly less useful

because of the signal to noise ratio. The topic keys create so much noise that the effort to
understand them is not worth it. T@eestion, then, is whether or not ekphrastic poems

are fAjust |ikeo other kinds of poems or if
to detect ekphrastic elements. Is it possible that more poems in the collection are

ekphrastic than are tagged tiaaty?

One might argue that close reading practices are susceptible to hyperfocus on high
frequency words. Concentration on terms s
distinguish dominant trends in the genre, but the frequency with which thosg averd
used tend to also skew their semantic context. Using the MALLET default stoplist
during preprocessing and removing words frequently repeated throughout ekphrastic
poems from the digital corpus foregrounds latent patterns of language that hént at th
polyvocality and varied attitudes and discourses surrounding ekphrastic tropes that are
often difficult to ignore such as the stillness of the image. As a possible example of
Jerome McGann and Lisa Samuel 06s fAdefor manc

differ ences bet ween the dAstild]l unravishod bri
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contemplative and restorative stillness of
Noteworthy, too, is that LDA may suggest or predict these latent differences in
discourses suwounding looking and stiliness, prompting close readings and a return to the
full, reassembled texts to consider them in relationships to one another, which represents
the real hermeneutic potential for LDA studies of poetic corpra.

In the next chaptet,turn to the question of how to understand, use, and interpret
LDA topics and reintroduce the network as the vehicle for reading the latent polyvocality
of ekphrastic verse and the advantage this has for scholars interested in understanding the
roeekphesi s by women plays in the genreds eco
distribution® the tendency for poems to draw from more than one of the samedtopics
as a way for understanding simultaneous discourses of ekphrasis, first within the
collection of elphrastic poems by themselves and later among the entire dataset.
Through readings that begin with a macroscopic, network view and scale down into close
readings and comparisons of texts, | demonstrate how the data collection, metadata
creation, and prepoessing of texts from this chapter can be leveraged to develop a new
methodology for understanding ekphrasis within its own tradition and in relationship to

other poetic genres.
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Chapt eReb%i ew, Revi sk p hReagsu esr ya:s /R

Dyna&&oci al Net wor Kk

In her introduction t@wentiethCentury Poetry and the Visual Artlizabeth
Bergmann Loizeaux draws parallels between the ekphrastic situation and M. M.
Bakhtinds dialogic i magination, wheash he f
Bakhtin describes it, consists of the flexible and reflexive relationships between
language, as a form of social action and cultural production, and its object.

€ between the word and its object, betw

subject, there exiis an elastic environment of other, alien words about the

same object. . . any concrete discourse (utterance) finds the object at

which it was directed already as it were overlain with qualifications, open

to dispute, charged with value, already enveldpeah obscuring mist

or, on the contrary, by the Alighto of

spoken about it. It is entangled, shot through with shared thoughts, points

of view, alien value judgments and accents. The word, directed toward its

object, eters a dialogically agitated and tensidled environment of

alien words, value judgments and accents, weaves in and out of complex

relationships, merges with some, recoils from others, intersects with yet a
third group. (gtd. in Loizeaux 17)

Similarly, the ekphrastic poem, characterized by its responsiveness to another existing
work of art, entersn media resnto dynamic, orgoing conversations, for example,
between artists and their subjects or between other poets and the same work of art, or
betweercurators and art historians and the work of art. Loizeaux argues that the social
and technological developments of the twentieth century in the form of the public
museum and electronic reproduction energize the ekphrastic situation with a sense that

ekpr asi s (particularly regardi ngheBtatnye popul
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Night) enters into an alreadively conversation about the visual work of art. As she

explains further on:
eéekphrases often carry on exgfhanges wit
with arthistorical commentary) as both engage the work of art: a poet
represents the work of art in response, in other words, not just to the work

of art but to other representations of
to those implicit members diie audience. (37

Loizeaux, therefore, redefines ekphrasis as a poetic genre that in the twentieth century is
purposefully, necessarily, and often saihsciously dialogic, and consequently, | further
argue that understanding twentiedntury ekphrasis requires a meansMbych it can be
dynamically contextualized as/in an ongoing, historscalial networlof other poems,
poets, artists, art critics, and readers.

The foll owing chapter builds on Loizeau
nature of ekphrasis reqas that our critical understanding of it be contextualized within
a flexible network of discourses, and | propose a methodology for discovering forms of
discourse through topic modeling that can also be visually rendered and interpreted with
network analys. Leveraging the computational strengths of an algorithm such as latent
Dirichlet allocation (hereafter LDA) to detect latent patterns of language across a corpus
of hundreds or thousands of poems and examining the composition of LDA topics as an
effeci ve met hod for considering |iterary disc
ekphrastic poetry within a small collection of only other ekphrastic poems and ekphrastic
poetry within the context of thousands of other poems.

The chapter is organized as exploration of how LDA detects latent patterns in
corpora of poetic texts and how literary scholars can use LDA as a methodological

intervention into the study of ekphrasis. In the first section, | explain the assumptions
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made by the LDA algorithm asexplores a large corpus of texts and then further
particularize the differences between topics created from articksencenagazine and
topics created from corpora of poetry. Identifying how the differences between the kinds
of texts modeled proae different kinds of topics, | then present an interpretive strategy
that depends upon the coordinated and telescopic vacillations between close and distant
readings to best respond to the unique challenges figurative language texts present for
LDA. Building from an identification of LDA topics as forms of discourse that depend
on close readings in order to evaluate the effectiveness of the model, | then present two
case studies that wuse the Aforms of discou
| call semantically evident and semantically opaque topics) to read a set of 276 ekphrastic
poems. Reintroducing the use of NodeXL, previously introduced in chapters 2 and 3, as
a social network analysis and graphing tool, | demonstrate visualizatiogiatainships
between documents and topics, topics and other topics, and groups of documents
clustered by the degree to which poems draw their language from each topic. By
situating poems within networks of other poems that draw from similar discourses,
reconsider the ekphrastic tradition as representative of a plurality of attitudes toward the
visual arts. Similarly, | gesture towards purposefully provocative avenues for future
research that reconsider womendbroughoubht ri but
the chapter, methodological readjustments to the aperture of the LDA model as critical
lengd transitions from distant to close readidgsform our understanding of ekphrasis
as inherently dialogic, dynamic, and polyvocal.

As this projectispr t i cul arly concerned with women

ekphrastic tradition, the examples in the
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poems as they engage with other poems closely associated with similar LDA topics.

Each example is considered asrgque engagement between a specific poet, aesthetic
work, and set of discourses, understood as topics, rather than a totalizing commentary on
ekphrastic poetry by women in general. Instead, each close, networked reading is meant
to be suggestive of thariety and diversity of possible engagements between women
poets and poetic discourses that inform our assumptions about the genre and to further
complicate and enrich what we understand
examples here are purpodéfyprovocative, gesturing toward a way of accessing and
reconsidering the ekphrastic tradition that privileges understanding individual poems as
responding to and influenced by other poems participating in similar discourses to
potentially widely rangingffect. Thus, in this chapter, | also demonstrate through
example that employing advanced technologies at scale (which is to say across a large
dataset of hundreds or thousands of poems) requires a clear argument as to how
humani st s c¢ | odwslualizations ef Aumanistic éektsaand hew we must
understand, adapt, and critigue methodologies developed by computer scientists that
provoke results appropriate to individual humanities disciplines and data. Considering
individual poems as inextricabpart of a larger network of discourses insists upon

readings that are also performadelationship toa diverse collection of poems

participating in similar discourses.

Why use LDA to study ekphrasis?

LDA is a patrticularly useful way to explore thenon and tradition of ekphrastic
poetry because both LDA and definitions of ekphrasis as a genre presuppose that there

are latent patterns of language that when discovered characterize the group as a whole.
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Ekphrasis as a genre of poetry is charactef®etiopes, which tend to reoccur
throughout the canon. With regard to twentieeimtury ekphrasis, Loizeaux, for
example, points to the way in which poets invoke museums as sites of display and as
indicative of poet sO an xterpetive rges.aSh@alsdé how m
points to the i mpulse to narrate the work
instructor, and to craft an imaginary voice on behalf of the work of art. Understanding
and interpreting poems in terms of they pgvate in the tradition of ekphrasis, then,
becomes a matter of discovering how poets enter into, disrupt, or perpetuate the ongoing
discourses associated with the tropes that typify the genre.

The use of LDA as a method of discovery and as a meanslefatanding the
contents of large corpora of texts begins with a similar set of assumptions. First, LDA
assumes that text documents in large corpora tend to draw from categories of language
that are associated with the subjects of those documents.effodrio discover the
semantic composition of a large collection of text documents, LDA calculates the
likelihood that words that refer to similar subjects appear in similar contexts, and then the
LDA algorithm groups t hos,presopposesshatiwvedaro fit op
di scover the semantic composition of a cor
each individual text document draws its language.

Following in the vein of Matthew Jockers, Ted Underwood, Scott Weingart, and

others who havpublished gentle introductions to topic modeling for humaniéisyant

193 For other gentle introductions to LDA for humanists, see Metthel o c k e r s 6The LDABuffet post fi
is Now Open; or, Latent Dirichlet Allocation for English Majors and Scott Weingartos bl
Modeling for Humanists: A Guided Tour. 0
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to begin conversation about LDA in this chapter with a short, if potentially reductive
narrative of how LDA generates topics from text corpora that | will return to throughout
the chpter to guide discussion of how the LDA algorithms produce topic models of
poetry.

| magine that there is a farmerods mar ket
neighbors rave about the quality of the produce, but you would like to know what kinds
of produce are sold there before you decide to drive across town to try it out. Your
neighbors leave for the market with empty baskets and return with full baskets.
Assuming that your neighbors only chose from the kinds of produce available at the
f a r nmearkét and that there is a limited variety of produce available, each neighbor
selects produce from the available choices that they like the best. Since it is happens to
be late summer, your neighbors select early Gala and Granny Smith apples, butternut
squash, Bosc pears, and one neighbor even snatches up the last pint of blueberries. One
by one as your neighbors arrive home, you
into more and more baskets, your predictions about what produce is available at th
farmer s mar ket becomes cl earer. Examinin
each basket, you could begin to predict not only the range of produce that might be
awaiting you at the farmer6s mar kekhowbut al
that this particular farmerdés mar ket guar a
avail able each week, and over the course o
to the conclusion that the seligsot200bn of pr
green apples, 20% red apples, 15% pears, 10% winter squash, 10% cantaloupe, 5% corn,

5% beans, and 2.5% tomatoes and 2.5% assorted other kinds of produce that were
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different enough from one another that it makes sense to just call them misoefia As

more neighbors arrive, with baskets to examine, you can refine your predictions about

what the avail able selection of produce mi
I n the case of the farmerdés market, you
poduce and the avail able quantities of eacl

baskets is akin to the way LDA algorithms approach texts. LDA assumes that documents
are | i ke your neighborodos baskets. Aut hor s
number of available kinds of words call ed
in this case poems. Each author chooses to varying degrees how much of each kind of
topic they use for each document; however, the number of total available togide
the total number of kinds of produce remains constant. LDA attempts to describe the
overall distribution of topics in a collection of texts in the same way that you discovered
the kinds and quantities of tppodsoel akewhses
reflects your estimation of how much of each kind of produce is available. You were
able to predict that there were more apples and pears at the market than there were
blueberries and tomatoes because across the whole sampling of theesiestgere more
apples and pears and fewer blueberries.

There is one significant difference, however, between the human topic model
example and the algorithm. LDA does not produce names for the topics it discovers or
sort words with an understanding fehat wordsmean Consider that while you are
sorting through baskets, you come across a
pear before. The Asian pear was in a basket with a large number of apples and pears.

You make note of that, set it to thigle, and continue to sort through baskets. Over the
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remaining baskets, Asian pears tend to appear in other baskets where there are also other
kinds of pears. As a result, you come to the conclusion that, since Asian pears frequently
appear in basketsith other pears, the Asian pear in each future basket should be sorted
with the pears. This method of determining how to sort Asian pears reflects the manner
in which LDA assigns words to topics, according to the other words that are found in the
same doement. Although the algorithm cannot account for what words mean, much like
your method of discovery about Asian pears, LDA does a surprisingly good job of sorting
words based on eoccurrence and proximity. Finally, LDA sorts words into topics based
on prior knowledge that there are a definite number of topics in the overall dorpueh
the same way that you knew to look for 10 types of prodtice.

Topic models (and LDA is one kind of topic modeling algorithm) are generative,
unsupervised methods ofsdbvering latent patterns in large collections of natural
language text: generative because topic models produce new data that describe the
corpora without altering it; unsupervised because the algorithm uses a form of probability
rather than metadata toeate the model; and latent patterns because the tests are not
looking for topdown structural features but instead use wmydvord calculations to
discover trends in language. David Blei, credited with developing probabilistic topic
modeling methods, deribes topic models the following way:

Topic models have been developed with information engineering

applications in mind. As a statistical model, however, topic models should
be able to tell us something, or help us form a hypothesis, about the data.

1% The process by which the number of topics to tell the model to use is not, as of yet, a standardized
procedur e. The measure for the Arighto topic numbe
with one number (usually between 40 and6d) e det er mi nes how fAactionabl eod
that the model produces are, adjusting up and down in subsequent iterations until there is agreement that

the best model has been produced.
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What can wdearn about the language (and other data) based on the topic
model posterior? (Bl ei Al ntroductiono 8

Blei stages topic models as @xpost factanethod for testing assumptions about natural
language data. In other words, once a collectambdeen created, LDA is designed to

test our assumptions about what topics are discoverable. The type of discoveries that are
possible with LDA seem viable ways to approach ekphrastic poetry given our
understanding of it as a genre in which the langueggpiéntly returns to the eternal

stillness of the image, prompts reflectiveness about historical location and memory,

creates imagined voices for the art objects, or narrates the image. Furthermore, in

Hef fernands words, fEKk pnidrtha scommogilygendereds on t h
antagonis@ bet ween verbal and visual representat
gendered | anguage, tropes, or tldaeo | abhhoguwtage

the genre more broadly? Thiss nigs Ekipdrqaus e st,
digital topic modeling and corpus discovery project | developed that uses digital and
computational tools to explore ekphrastic and-ekphrastic poetry. The topic models

described in this chapter represent only two of the experintieat have become part of

the digital project. | have chosen these for two reasons: first, to propose a methodology

for using LDA to explore and test assumptions about poetic tradition, genre, and canon
formation; and second, to demonstrate how LDA pregakew questions about the

ekphrastic tradition in ways that are more inclusive and broadly conceived than previous
met hods. Few questions will find fAanswers
approaches to address enduring humanities questidlesavthe same time expanding

the range of possible questions we might fruitfully ask.
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LDA topics and poetry

As was discussed in chapter 4, topic modeling is a form of text mining developed
in response to the growing challenge of managing, organampnavigating large,
digitized document archives, and coincidently, topic modeling has also been developed
with primarily nonfiction corpora in mind. One of the most notable early uses of LDA
by Blei explores a digitized archive 8tience Other examigs of topic modeling have
used Wikipedia, NIH grants, JStor, and an archive of Classics jodfhalss literary
scholars well know, however, poems exercise language in ways purposefully inverse to
other forms of writing, such as: journal articles, enagelia entries, textbooks, and
newspaper articles. Therefore, it is reasonable to predict that there will be differences
between LDA models of poetry and models of {fiction texts. In terms the nen
figurative language found in topic models of the j@li®cienceBlei explains that topics
detectthematictrends across texts:

We formally define a topic to be a distribution over a fixed vocabulary.

For example, thgeneticgopic has words about genetics with high

probability and thevolutionary biolog topic has words about
evolutionary biology with high probabil

Presented as a method of discovery and description, computer scientists see topics as
revealing latent thematic trends that pervade large and otherwise unstriekire

corpora, and with respect to the data used to create the topic model, this conclusion
makes sense. Since the datasets used to develop and refine topic modeling algorithms
have been nefigurative language texts, the assumption that there is & destantic

relationship between words that are frequently found within close proximity of one

195 SeeNi, Xiaochuan et al.Talley, Edmund M. et alSrivastava, Ashok, and Mehran Sahgrand
Mimno,Dav i d. f-@il msceipgdf . O
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anot her . Bl ei 6s il lustrative example of
Scienceas the most accessible explanation thus far for humanists. Theiaforder to

compare how LDA creates topics in nfigurative texts §cienceyersus how topics are

generated from a corpus of poetry, I must
100 topics across 17,0@tiencearticles are created, usingtwbo Bl ei 6s i |l |l ust
Next, I owi || create a parallel exampl e usi
a 60 topic model of 4,500 poems from the

topic models estimate topic proportions in documentshamdtopic keyword
di stributions in poetry are not-fidiadnhemat i c @
documents are.

I n AProbabilistic Topic Model s, 6 Bl ei
modeling of a large, digitized collection 8tence. The first illustration depicts an
excerpt from one article within the colle
NecessitiesoO and demonstrates the relatio
The first illustration inFigure38 uses the colors yellow, pink, green, and blue to
represent four of the topics the model pr
of producedo from the opening far megadbs mar
bar graph which represents the proportions of the yellow, pink, and blue topics the model
predicts are in the document (an article in this case). The largest topic in the document is
yellow followed by pink then blue. The lines from the bar graplthe far right point to
the places in the text where words that are associated with the yellow, pink, and blue
topics can be found in the document. Essentially, the histogram is showing the

equivalent of there being more apples than pears or grapssigl@basket. On the far
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left hand side are the first three words of the topic keyword distribution. Those represent

the Akinds of wordso

yellow, pink, and blue.

t hat

coul

d

be

Figure 1. The intuitions behind latent Dirichlet allocation. We assume that some number of “topics,” which are distributions over words,

exist for the whole collection (far left). Each document is assumed to be generated as follows. First choose a distribution over the topics (the

histogram at right); then, for each word, choose a topic assignment (the colored coins) and choose the word from the corresponding topic.
The topics and topic assignments in this flgure are illustrative—they are not flt from real data. See Figure 2 for topics fit from data.
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Figure 38: lllustrative example of Sciencet opi ¢ model (Bl ei Al ntroducti

The graphic irFigure38 helps to identify how the topic proportions (like the number of

apples in a basket of produitem the market) correlate to individual words in the

document (highlighted

above

n

yel |l ow,

keyword distributions which are displayed at the far left as a partial list of keyW8rds.

1%|ntroduced in chapter 4, each topic (kinds of produce) is composed of the words (fruit) in the document

(basket). Topic keyword distributions are where the human task gfrietierg what the model has done

with the dataset begins.
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Figure38is an illustrative example, meaning the document and topic assignments
in the graphic are not actually derived from a specific model; however, in a second
graphic, Blei continues to explakesstheebBow
appears within a 100 topic model of 17,Xlencearticles. InFigure39, Blei represents
the probability of each topic using a histogram (bar graph) that demonstrates the
relationship between the topic€99 (along the horizontal axis) and the probability (as a
deci mal along the vertical axis) that the
Necessities. O Some topics have higher pro
others, as represe by the taller bars in the graph. On the right side of the graphic, the
topic keyword distributions are listed vertically in columns. At the top of each column is

a bolded word surrounded by quotation marks that serves as a label created by Blei to

dexri be the words in the topic and demonstr
are themati c. For example, the topic | abe
| argest topic in the document in naaggeh t he

you could determine that the largest produce type in a single basket was from the topic

Aappl es. o In that Ilight, the model s pred
NecessitiesoO makes sense. We wou,ldrdh, nor mal
genetic to be found in articles about fgen

the topic keyword distributions, we gather together a sense of what the article might be

about.
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Figure 2. Real inference with LDA. We fit a 100-topic LDA model to 17,000 articles from the journal Science. At left are the inferred
topic proportions for the example article in Figure 1. At right are the top 15 most frequent words from the most frequent topics found

in this article.

“Genetics” “Evolution” “Disease” “Computers”
human evolution disease computer
< genome evolutionary host models
= dna species bacteria information
genetic organisms diseases data
2 A genes life resistance computers
> sequence origin bacterial system
:(gu ~ | gene biology new network
IS ° molecular groups strains systems
. ~ sequencing phylogenetic control model
S map living infectious parallel
H information diversity malaria methods
2 B i " n genetics group parasite networks
Ll 8o 16,56 66 76 86 96 mapping new parasites software
ones project two united new
sequences common tuberculosis simulations

Figure 39: Topic keywords for a sngle document inScienceand the proportion of the document
described by each topic.

Surveying Bleiods |Iist of key terms in e
predict thematic trends in large text corpora. The sense that each of the waidsoh e
the columns belong together makes an i mpre
Dirichlet allocation to sort large collections of documents into topical categories. By
affixing the term Al atent o0 taation)laeBlest at i st i
explains, foregrounds the expectation that topic modeling is meant to discover hidden,
recognizable patterns within the large collection of texts. It would take even the most
proficient reader an extraordinary period of time to read 17a@@fles fromScience
Therefore, while we know through disciplinary familiarity and deduction that these are
l i kely topics to be found throughout the |

detect by human reading, or even planning, what thathiiton would be. Blei,
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therefore, concludes that probabilistic to
di scovering and exploiting the hidden them
(Alntroductiono 82).

Unsurprisingly, humanists interestgdsorting, sifting, and organizing large

collections of text, managing large document archives, and creating better browsing

options for digital l i braries find LDAGS p
humani sts interestee@nitnpantcevasiongnt hari@e
ent hused about the algorithmdés potential f

Nel sonds pr opigpatctdo AeMmpnlionygs tLhD;FA t o uncover hi
the archives of thRichmond DailyDispatchjust before, during, and after the Civil War.

Nel sonds LDA analysis uses t Digatdhartiglesc di st r
over the course of the war to track relationships between increases in military draft and
fatalitesandthepatrot i ¢ r het ori c. Even more i mpress
is more than a descriptive endeavor, moving from topic distributions to argue that the

rhetoric of nationalism shifts in the Confederate South during the Civil War in

relationship to casalty rates and calls for enlistméfi. Ne | soné6s wor k in thi
represents one of the most ambitious and successful projects to date in the humanities that
uses probabilistic topic modelingJining the Dispatctbroaches the territory of

figurative langage in its analysis of patriotic discourse in Civil War Confederate

newspapers. A strong correlation exists between increase in patriotic language that

glorifies fighting on behalf of the Confederate states and the numbers of poems appearing

197 For more information on how LDA has been used by humanists to detect changing attitudes toward
patriotism ad nationalism, see: Nelson, Roberlihing the Dispatch
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inthenewspper at the same ti me. I n Nelsonds pr
articles and political and agricultural reports, and the composition of the dataset allows
the poetic texts to map well with its prose counterparts.

However, topic models of pugefigurative language texts like poetry do not
produce topics with the same t heSuoanceorc cl ar
even Nel son ®ehmom daly DispatchAndithe literary scholar has good
reason to be skeptical abobetresults of LDA analysis when dataset to be explored
includes primarily, if not exclusively, poetic texts. Whereas scholarly articles and books
strive for clarity and avoid ambiguity, po
should the saméandards for evaluating topic models of Hgurative language texts
guide the principles we use to evaluate the accuracy of topic models of figurative
language collections? How would they differ?

In general, the guiding factors for text mining gengrafid topic modeling
specifically are to generagetionableandcomprehensibleesults.

Actionable: Results should be consistent and reproducible, which means

that the model could also be used to make predictions about new data

added to the dataset. €@durse, whether or not results are indeed

actionable depends to a large extent on the ability to find a fair and

measurable degree of success. Actionable results require that researchers

are clear about thedr priori assumptions and the composition fué t

dataset and the predicted degree to which the results might be found

reliable.
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Comprehensible For the results of text mining to be useful, humans need
to be able to read, to understand, and to interpret them. Frequently, in
topic modeling compreheiiide results are understood to be thematic or
semantically meaningful. In other words, when reading key word

distributions, it is usually obvious that there is a thematic array that

humans can read and interpret sensibly.
d stributions the terms Aevolution, evol
origino |lead to a comprehensible themat

Herein lies the rub for texts as highly figurative, purposefully ambiguous, and
semantically rich as poems. Returnmgp ce again to Bl eids articl
interpretable topic distributions arise by computing the hidden structure that likely
generated the observed collection of docum
|l ndeed cal l i npi ¢ hnescde Imsod @ithsstopifistthat o s pect i v
emerge from the inference algorithm are interpretable for almost any
collection that is analyzed. The fact that these look like topics has to do
with the statistical structure of observed language and hoveraits with
the specific probabilistic assumptions
The topics fronScienceead as comprehensible, cohesive topics because the texts from
which they were derived aim to use language that identifies very literally wishlject.
The algorithm, however, does not know the difference figurative andigunative
language. So the process LDA employs does not change: topics remain a distribution of
words over a fixed vocabulary, which is to say all the words that matteeugataset

upon which the LDA algorithm is run. Therefore, the first stage of a topic modeling
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experiment with poetry requires determining wt@ainprehensibleneans in topics
generated from poetry corpora and whether or not the resulting models can be
Aati onabl e. 0

The foll owing example serves as a par al
ti me demonstrating how AnDnfe fiSeexatdosnod sa fisTahmep | S
Night. o To create the il lustratiordinl wuse
chapter 4, to create a 60 topic LDA model using a dataset of 4,500 poems from the
ARevising Ekphrasis. o When the collection
the MALLET default stoplist removed words considered to be too numerous such as
articles, frequently used pronouns, conjunctions, prepositions, and pronouns. Recalling
to mind the farmerds mar ket example from e
an example of what one neighbordos basket o
In the basket, 29% of the produce (words) would be like apples (Topic 32), 12% of the
produce would be corn (Topic 2), and 9% of the produce would be like grapes (Topic
54)1% All in all, 50% of the basket (poem/document) can be accounted for by three
produce types (topicsf° For simpl icityodés sake, | have ic¢
focus just on the top three topics. In order to simulate to some degree the way in which
the topic model Areadso the poem, by have ¢c
the stoplist, and highlighted in green (Topic 32), yellow (Topic 2), and blue (Topic 54).

In Table 1, which directly follows the poem, there are three columns that list the

topics from which AThe Starry Nicgdoluman i s pr

The words fpoetmd tamrdo igllo@wwtmetnhe remai nder of the c
because, as was mentioned in chapter 4, the dataset consists of individual poems saved as individual plain

text documents that include only the title and body of individual poems.

199The sim of the three top document probabilities: (29+32+12=50)
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of the table, the number of the topic is listed at the top next to the probable proportion of

the document that uses words from this topic. The fifteen words below each Topic

number represent a sampling of the word distribution that makes whtbe topic. For
example, in the farmerodéds mar ket example th
Aappl es. 0 Under the fAapplesdo topic, we mi
Gala, all words associated with apples. For the purpose of nthleragsignment of

words from the poem to the topic keyword distributions clear, each topic has been
assigned a color (green/ 32, yellow/ 2, blue

that are associated with topics 32, 2, and 34 are highlightecoinresponding colat°

Fhe StarryNight

TFhatdeesnot keepmefrom havinga terrible needsfo shall Fsay-the-word religion.

Fhent goeutat night te paint the stars Vincent Van Goghe a letter te-hisbrother

Fhetown dees-roexist
execeptwhereoneblack-hairedtreeslips

up like adrowned womasnrte the hot sky.
Fhetownis silent.Fhrenight boils with elevenstars
Oh starrystarrynight-Fhis-is-hew

wanttodie.

10 Again, to be clear, the keywords in each topic are derived from all the documents in the set of 4,500 that

the LDA considers to be part of the topic, so there will be more words in the key widutions than

there are in fiThe Starry Night.o The model assumes
found in the context of other words also listed in the key word distribution.
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# moves Fhey-are-alhlive.

Eventhemoonbulgesin-ts orangerons

te pushchildren-like-agod, frem-tseye
Fhe-oldunseerserpenswallowsup-thestars
Oh starrystarrynight-Fhis-is-how

hwanttodie:

ipte-thatrushing beasbf-thenight,
suckedup-by-thatgreat dragonte split
from-mylife with-neflag,

no belly,

nocry.

Table 9: Key word distributions generated by a 60 topic model of 4500 poems (Note: Keywords in

this table are represntative of the entire model, not just "The Starry Night."

Topic 32 (29%) Topic 2 (12%) Topic 54 (9%)
night death tree
light life green
moon heart summer
stars dead flowers
day long grass

281




dark world trees
sun blood flower
sleep earth spring
sky man leaves
wind soul sun
time men fruit
eyes face garden
star day winter
darkness pain leaf
bright die apple

Once the model generates the topics, human interpretation begins. At first, Topic
32 and 54 appear similar to the coherent, thematic topics in the topic m&iétiote
Topic 32 includes words that ceomordsdn f al | un
Topic 54 could be described as the finatur a
first read to assign the topic | abels fAnig

labels topics fronScienceaes fgeneti ¢c o0 andasiwilvdsdussfuithern ; 6 h «

on, those | abels and the assumption that t
Bl ei 6s would be incorrect. For exampl e, t
Ni ghto are actually pai ns, andconsequenttystevoutdat i on

be misleading to say that the poem is, strictly speaking, about night and the natural world

in the same wathat the article fronscienceas about genetics and evolution. | will
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return to this idea further on, but for nowsitsafe to say that those categories do not
appear to be different.

Topic 2, on the other hand, does not have the same unambiguous coherence that
32 and 54 do: the words in Topic 2 are more loosely connected. It would be tempting to
read the topic as kg to do with death, but we would do that because our reading of
AThe Starry Nighto predi sposes us to consi
this category. By looking solely at the words in the list and not taking into consideration
AThttarSry Night, 06 words such as | ong, worl d,
mi ght c¢classify as fideatho words in the str
in which computer scientists have begun to develop a method for evaluating and
interr eting topic model s. In AReading Tea Le
Model s, 0 Jonat ha fGraleh S8eargGerrish,ocChahgWand3 ang David
Bl ei suggest methods for measuring the fdin
present two iman evaluation tests meant to discern the accuracy of models by using the
keyword distributions (the kinds of produc
topic to document probabilities (the proportion of kinds of apples compared to how many
fruit are in eah baske®) called word intrusion and topic intrusion tests respectively.
Word intrusion tests involve selecting the first eight or so words from each topic and
adding one word each list for a total of nine words. Human subjects (generally
disciplinary exerts) were then asked to determine which word in each group did not
belong. Chang, et al. discovered that with relative high success, human readers could

discern a thematic connection between terms to reliably distinguish the eofepbarte
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term. Asa esul t, the authors suggest that word
inferred topics match human conceptso (6).

Topic intrusion tests presented human subjects with topic labels (like apples,
pears, and corn are | abael smifgort tbhee aftk itnhdes f
market); the words most likely to be associated with each topic (such as Macintosh, Gala,

Fuji, and Honeycrisp), and the top documents associated with each topic (basket #1,

basket #2, basket #3, for example). Then, one docufadasket unlike any of the
others) that does not belong in the group,
subjects were then asked to identify which document did not belong, which they could do
with reasonable accuracy.

For the purposesf modeling poetry data, word intrusion would not be as
effective a method for determining a model
detecting latent patterns unless the specific changes that happen to the nature of topic
distributions for poetic apora are adjusted for. In other words, topics from the models
in my project were not easily interpreted by keywords alone, and yet the results are still
useful. | discovered that topic models of poetry do have a form of coherence, but the
coeherence idifferent than in topics of nefiction texts. My research confirms, to a
degree, Ted Underwooddés suspicion that top
a representation of HAdiscourseodo (|l anguage

social forms) rather than a thematic string of coherent t&riviBopic models of poetry

M1 qualify this statement out of recognition that the doent types Underwood is modeling are volumes

as opposed to individual poems, which may have effects on the degree of reliability with which one can

make the comparison. For more on conversations between Ted Underwood and | regarding topics as forms

of discourse,se&lnder wood, Ted. fiWhat Kinds of o6t ®pi annd@ Does
Rhody, Lisa. AChunks, Topics, and Themes in LDA. O
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do not reflect the anecdotal evidence that LDA frequently leads to semantically
meaningful word distributions. I nsttead, t
created four consistently recurritypesof topics. Moreover recognizing the following
four types of topic coupled with close reading of samplings of documents containing each
Atopic, 0 which allows a | iter agofdissoarses | ar t
worked much better for determining whether or not the results of the model were
actionable and comprehensibl e. Al ntruder s
topics of poetry because poems purposefully access and repurpose language
unexpected ways; however, when viewed as forms of discourse, topics can be re
considered in light of whether or not close readings show that individual documents are
entering into a form of discourse for a thematic purpose.
LDA topicsofamodelofthpoet i ¢ documents in the fARe
dataset return one of fotypesof topic, which | define as follows:
1.) OCR"*and other language or dialect distinctive featuré$i These topics
represent, for example, errors that occur in the optical charactagrition scanning
process used when turning print documents into digitizing texts, for example
substituting ficomo for Acorn. o6 The most ¢
through a preprocessing technique that searches for such errors and fixes them
however, machines arent6t perfect and some

dataset. Their presence may sort out as if they were features of another language.

More commonly in this dataset, however, one or two topics form around an

H20OCRi Optical Character Recognition software visually changes scanned print pages into digitized text.

3 Topic modeling is frequently used to help discover information in a variety of languages. | choose
Afothero rather than fAforeignd here, since not all A
ones.
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approximate 1%fahe data that includes foreign language terms or the original form

of a poem before its English language translation. The following two topic examples
found in the same topic model as fiThe St a
clusters these:

Topic 8:de la Gertrude el en green le din miss con yo verde inside da taint
Topic 39: ye night wi ha auld merry Tomlinson syne sin rats gat mayor

Similarly, topics can also be created by grouping together distinctive dialects and
languages other than English.eWill not be considering these topics in detail other
than to point out that they exist.

2)Lar ge f c h i bokgeroteatgnded goems that outsize the majority of other
documents in the subset pull one or more topics toward language specific to that
paticular poem. For example, the keyword distribution for Topic 12 includes terms
such as: bongy, yonghy, bo, lady, jug, order, jones and jumblies. These are words
that are repeated frequently in the exten
BonghyB o ¢y Edward Lear and demonstrate how one poem with high levels of
repetition can pull a topic away from the rest of the corpus, along with other poems
with high frequency repetitions of particular phrases. In the case of Topic 12, the
poems included in th@pic and shown in Table 2 tend to be longer and to include
greater incidence of repetition. It is possible that these poems share thematic
affinities, but the strength of those affinities have more to do with linguistic structure
than meaning. In Table the documents with the highest probabilities of drawing a

large proportion of their words from Topic 12 are listed in descending order. Under
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the ATopic 120 | abel are the probable

decimals. In the second coluarare the corresponding poem titl&$.

Table 10: Titles of poems in the "Revising Ekphrasis" dataset with the highest probable proportion

of Topic 12, listed in decending order.

Topic 12 Poem Title

0.680665

The Courtship of th&onghy-Bonghy-Bo

0.590501

Choose Life

0.504747

Zero Star Hotel [At the Smith and Jones]

0.501921

The Midnight [For here we are here]

0.47986

Earthmover

0.462247

Invitation to the Voyage

0.412626

Mr. Macklin's Jack O'Lantern

0.358385

The SteeRippers

0.333965

The Cruel Mother

0.276595

Vacant Lot with Pokeweed

0.274312

Lullaby of an Infant Chief

0.253223

The Jumblies

0.250493

American Sonnet (35)

0.230571

Ruckenfigur

0.221246

Two Poems

0.217995

The Lady of Shalott

0.2177

Mr. Smith

14 When the model outputs the probable mntjons for each poem, it expresses that proportion in a
decimal. When possible in my discussion of a topic, | convert the decimal to a percentage because that
expression of proportion seems more apprediptedi at e
to contain .23 of Topic 12; however, when | list document probabilities as they have been produced from

the model, those same numbers are expressed as decimals.
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0.209471 The Assignation

0.191892 Ulalume

0.179114 | Too Was Loved by Daphne

3.) Semantically evident topiés Some topics do appear just as one might expect them to
in the 10Gtopic distribution ofSciencea n Bl ei 6s paper. Topics
il lustrated above in Anne Sextondos AThe
terms in ways that appear upon first blush to be thematic as well. As | mentioned
earlier, though, the illusion of thematic comprehbitisy obscures what is actually
being captured by the topic model. The way in which we interpret semantically
evident topics like 32 and 54 must be different from the semantically coherent topics

of nonfigurative language texts. It is more accuratsayp that Topics 32 and 54

participate in discourses surrounding tha

Sextonbds AThe Starry Night.oOo

As Loizeaux points out ifwentiethCentury Poetry and the Visual ArSexton
is entering into an ongoing convetisa with other confessional poets about madness
and artistic genius by engaging in language that refocuses collective attention on a
widely-recognized work of art with a recognized connection to another artist
suffering from mental dures$® She enters io that discourse through the other

surrounding discourses that include night and natural landscape. It would still be

incorrect to say that 29% of the document

describes is paintingof a night sky and natural landseapAs literary scholars, we

understand t hat Sextonds use of the tumul

5 For more on the ekphrastic conversation between Anne Sexton and W. D. Snodgrassireggn g A T h e
St arry Nobizpauk, ElzabetheBergmanfiwentiethCentury Poetry and the Visual Arts
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Gogh provides a conceit for the more sign
struggle with mental iliness. Therefore, it is importartttode seduced by the
seeming transparency of semantically evident topics. Even though the topics appear
to have a semantic relationship with the poems because they appear so
comprehensible, it is important to remember that semantically evident topits fo
around amannerof speech that reflects quite powerfully the definition of discourse
described by Bakhtin earlier in the chapt
between the word and the speaking subject, there exists an elastic environment of
other, alien words about the same object. o
regarding such topics when interpreting LDA topic models have more to do with
what we learn about the relationships between the ways in which poems participate in
the discoursethat the topic model identifies. Word intrusion tests (the kind
suggested by Chang, et. al. as a measuren
with semantically evident topics because semantically evident topics mirror the
thematic comprehensibilityf topics from models of nefigurative language;
however, there are naturally occurring word intrusions that may not affect the
efficacy of the topic distributions, and these would require deeper human
interpretation before just throwing them out.

4.) Semantically opaque topi&sSome t opi cs, such as Topic 2
appear at first to have little comprehensibility. Unlike semantically evident topics,
they are difficult to synthesize into the single phrases simply by scanning the
keywords asociated with the topic. Semantically opaque topics would not pass the

intrusion tests suggested by Chang, et. al. because even a disciplinary expert might
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have trouble identifying the Aintruder o w
foratopc wi th the keywords, Adeath, | ife, he
virtually impossibleuntil you return to the data, read the poems most closely
associated with the topic, and infer the commonalities among them.

In Table7, | list the poems the model predicts contain the highest amount of
Topic 2 in them along with the probable proportion of the document that draws from
Topic 2 (The amount of each basket the mo

for instance).

Table 11: Titles of the 15 poems most closely associated with Topi@Bd their corresponding topic
distributions

Topic 2 Title

0.535248643 When to the sessions of sweet silent thought (Sonnet

0.533343438 By ways remote and distant waters sped (101)

0.517398877 A Psalm of Life

0.481152152 We Wear the Mask

0.477938906 The times are nightfall, look, their light grows less

0.472091675 The Slave's Complaint

0.451175606 The Guitar

0.447100571 Tears in Sleep

0.446314271 The Man with the Hoe

0.437962153 A Short Testament

0.433767746 Beyond the Years

0.433152279 Dead Fires

0.429638773 O Little Root of a Dream
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0.427326132 Bangladesh Il

0.425835136 Vitae Summa Brevis Spehos Vetat Incohare Longam

Skimming the top fifteen poems associated with Topic 2 would confirm our
assumption that the model has grouped together kinds of poetic language used to discuss
death. Topic 2 is interesting for a number of reasons, not thieoieahich is that even
t hough Paul Laurence Dunbardés fAWe Wear the
Adeath, 06 the discourse Dunbar draws from t
shackles of racial injustice are identified by the model as drawaagily from language
associated with death, loss, and internal turnbila nguage whi ch AThe St
indisputably also draws from. To say that Topicabsuti deat h, | oss, and
turmoil 0 is overly si mpl igngattitudeatovtardtbsse s n o't
and death that are present throughout the poems associated with this topic; however, to
say that Topic 2 draws from the language of elegy would be accurate. ldentifying that
Dunbarés fiwWe Wear the Magkdadrawsd fi Tloen $lhav
associated with elegy supports recent scho
Dunbar and the African American El egy: o0

| am using a set of terms that point to how | see Dunbar as initiating a

tradition of African Amerian elegies. | should underscore here that | am

not arguing that the African American practice of the elegy is necessarily

distinctive from other traditions of the elegy. But | want to suggest that

such practice is cont i nupoiotss. Dunbar ds

directly to more recent elegies written by African Americans in the latter
part of the twentieth century. (241)

By grouping Dunbardéds poems in a topic of e

Bl out s cl aims that Blegabdiscodrse apaoneansof igeatityt i c i
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formation for African Americans at the turn of the twentieth century. What the topic

model (and more likely the networked close readings that will be drawn from the topic

model) might also help identify is wheth&rnot other poems by contemporary African
American poets similarly draw from Topic 2

Dunbar #Ainitiates a tradition. o The pr omi

ot

in the Re vi s i ngpwskEmopelyuestisns such adtleesezaild be
fruitfully explored.

Just as semantically evident topics require interpretation, determining the
coherence of a semantically opaque topic requires closer reading of the documents most
closely associated with efatopic in order to check whether or not the poems are drawing
on a similar discourse, even if those same poems have diffeeendticconcerns.
While semantically evident topics gravitate toward recurring images, metaphors, and
particular literary dewies, semantically opaque topics often emphasize tone. Words like
Adeath, |ife, heart, dead, | ong, worldo ou
attitude or thematic relationships between poems, but when a disciplinary expert scales
down into clse readings of the compressed language of the poems themselves, one finds
that there are rich deposits of hermeneutic possibility available there.

Searching for thematic coherence in topics formed from poetic corpora would
prove disappointing since suchykvord distributions in a thematic light appear riddled
with fAintrusions. o However, by understand
accompanied by close readings of the poems associated with each topic, researchers can

make use of a powerfulabwith which to explore latent patterns in poetic texts. For

poetry data in particular and literary texts in general, close reading and contextual
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understanding must be brought to bear on the computer algorithm used for distant reading
but it is worth pusuing because the potential for making discoveries and improving the
range of questions we might be able to ask about poetic texts holds great promise. While
this study is limited by its focus on ekphrastic poetry within one dataset, | hope that it is
also suggestive of future research that helps develop best practices for measuring the
accuracy and interpretability of topic models of humanities data because the methodology
represents an important area for increasing the scope of humanities questiansagie ¢
in the future. As such, the claims above are relevant for humanities scholars who wish to
try distant reading approaches, but also for computer scientists and digital humanists
developing those technologies and training future scholars.
Social Network and Scalable Readings

Knowing that topic models offer potentially rich opportunities for increasing the
scope of the questions we can ask about literary tradition and poetic discourses by
classifying hundreds to thousands of poems more quickly thaarhaamolars could on
their own and that LDA can generate useful connections between texts by detecting latent
patterns of language, having an effective way to pan the critical lens in and out of topic
model s i mproves t he s c hadtheavasbasnouatbafdaiatogic t o m
models create is critical. Furthermore, while bar graphs, scatter plots, and pie charts help
visualize trends at either end of the spectuaither in single or small sets of documents
or vaguely across much larger setslocumentd they are less successful at helping
readers move fluidly through the relations
Starry Nighto draws from discourses of nig

through human close reading if weng only interested in the discourses of a single
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poem; however, if we want to exploit the vast numbers of connections created between
documents in a topic model, network visualizations are more promising because they
have the potential to scale from disti@broadlyconceived connections down to more
intimate clusters of connections. In other words, network visualizations allow us to see
the way in which the discourses of fAThe St
poems in the model and then zoommore closely to connections between a few
hundred poems, and then in even further to intimate connections betwe@@a 10
documents. IThe Dialogic Imagination: Four EssayBakhtin makes the following
assertion:
The word in language is half someané s e 6 s . It becomes fione
only when the speaker populates it with his own intention, his own accent,
when he appropriates the word, adapting it to his own semantic and
expressive intention. Prior to this moment of appropriation, the word does

not eist in a neutral and impersonal language (it is not, after all, out of a
dictionary that the speaker gets his words!), but rather it exists in other

peopl edbs mouths, in other peopleds cont
intentions: it is from there that omeu s t take the word, and m
own. (2934)

Ekphrasis, particularly in the twentietientury, knowingly enters into a socialtharged
network of artists, artworks, poems, and readers and, like the words Bakhtin describes,
ekphrastic poemsaredduty charged with the sense of refj
the network environment is a fitting medium for uncovering the way in which ekphrastic
poems connect and respond to the discourses that surround them, which they appropriate,
disrupt, or ignore

In this second section, | create a topic model of ekphrastic poems and demonstrate
how topics as forms of discourse create salient connections between hundreds of poems.

With an awareness of the types of topics described in the previous sectiomresgiht
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methods of visualizing the topic model results to uncover unexpected connections and
prompt questions about the discourses of ekphrasis. Furthermore, | suggest using
additional algorithms to cluster connections between documents and multipg topic
which increases the salience of the topic
ekphrastic poems from t he A Redopicmodehand Ekphr a
visualize the relationships between topics and documents in three possible w
considering what questions might be asked about the network with each separate
rendering*®
The following graphs are produced with social network software called NodeXL,
which is integrated into Microsoft Excel. NodeXL is the best available softvarge
for the visualizations because, like every other digital tool in this study, it is freely
available to the public, has the lowest possible learning threshold for task it needs to
perform, and it is robust enough to create network visualizatiompiaf todels as well
as any other software available at the tim
suite of Aclusteringo algorithms, I am abl
thousands of relationships between topics and documents vativeetase. As a quick
review, networks visualize relationships betweedes In the case of the topic model,
there are two possible types of nodes: doc
market analogy from the beginning of the chapter, \isumalizeedgegmeaning
connections) between the kinds of produce offered at the farmers market and the

individual baskets using the proportion of each topic found in each document. For

18 The process by which poems were selected and described can be found in chapter 4.
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example, the proportion of apples in each basket establishegtiee ¢e which the
basket shares an edge with a type of produce. | could also use another calculation created
by the model that calcul ates each document
Returning to the market example, baskets are compareldeohlzskets using the
relationship between the proportions of different kinds of produce in each individual
basket. A similar form of relationship is calculated between topics and other topics. For
example, the kinds of produce at the market share tzoredhip with one another based
on the amount of each kind of produce found in each individual basket.

Using the model 6s cal cul ations, Il can v
(types of produce and baskets) with edges (the lines between notiesgoaph) that
represent the degree of relatedness between each node. This tends to produce very large
graphs with a dense number of connections, but after exploring how the networks
represent the model data, the use of algorithms that cluster togettiplentopics and
multiple documents based on similarities among them, proves to be the most powerful
potential for this form of organizing, navigating, and visualizing ekphrasis.

In the small dataset of 276 ekphrastic poems, the topic keys are mostly
sanantically opaque. If we were to use therd intrusionthreshold that Chang, et. al.
describe in AReading the Tea Leaves, 0 we w
topic keyword distributions (top 20 words in descending order of probabilityljpgiesh
in Table8 would not likely stand out to most read&reven disciplinary experdsand
the addition of an Aintrudero would not |
as comprehensible. The topic keywadistribution inTable8 is like similar tables found

during the stoplist tests in the previous
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a numbered list that acts like an empty container into which the Lgokithm sorts

words to create topics. The next col umn
model 6s prediction of the proportions of
from each topic. For i n setmarket example, thenThe pi c
model predicts that .02587 (or about 2.6%) of the entire selection of produce at the

mar ket is I|ikely to be squash. The third
squash from the entir e rargheeiastliketyto thaleastt h e

likely to be found.

Table 12 Keyword Distribution for 15 Topic Model of 276 Ekphrastic Poems
Topic Probability Keywords

0 0.02587 orange dido tristan iseult linnet drop mark cousin roof fish union ysol
tintagel boston elizabeth crushing aquarium ladies free beating

1 0.03476 matter clay angel palm fold cup pots napkin soul folds form table poi
full place pieces lettuce hiding tvegly

2 0.04023 wing person friends don girls human consciousness understand natt
wait space film story david audience owl write reality art light

3 0.05145 thy thou thee er beauty art death picture grace hath sea eyes tis hea
spirit doth divinetill hand love

4 0.04261 portrait monument foreman felt women monuments box press bacall
detail young thick crimson instrument hotel compartment picked corr
europe lovers

5 0.0671 girl dance flags teacher dress icarus wall wood flag edge brueghel s
field round sing blue soil waving san market

6 0.06105 hill snow winter birds colors fire trees ice tall figures scene pack
returning hounds brown evening dogs heel town jar

7 0.07064 surface body water bridge houses leaves model matisse hills pond
photograph step silence woman artist flat leaning desire curve child

8 0.05386 world god death man lands light made thing back soul give face sha
centuries flesh time set ancient terror rose

9 0.04185 train work left art vermeer horse don paint nuniperd flood home
stieglitz cane dragon burning church blood village fresh

10 0.02111 guitar blue things horizon final stone friend native patch tune mind sg
music tom works manner poetry dream call oxidia

11 0.0396 coat back suddenly visible floats giving origin completed sensation
floating tree open understand weave filled things cut shade fine garn

12 0.70035 light white man world time life long air face day blue sky water dark ¢
hand dead body head great

13 0.04796 painted age hopper edward body background poster hungry bread v
ghost bed ashamed ten bricks doesn foreground hat silently gothic

14 0.02993 silver golden field country bound arms rise scratched thunder pleasa
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apartment spinach shield theftigr circe vulcan popeye gently sheep |

Visualizing Topics as Discourse Networks

Once we have a sense that the keyword distributions in topics, we can begin
visualizing the data from the model. The first network grépguie40) displays
affiliations between two groups: topics (the randomly generated number on the left) and
individual documents in the collection. Because the graph contains two types of nodes
(the points on the network diagram that represent docsnaeuittopics), the graph is
called an affiliation network. We learn from affiliation networks that individual
documents share some proportion of their language with other documents that also have
edges to the same topic. Since there are 15 topics anqmb2its, there is a possibility of
4,140 possible edges (lines) between 391 nodes (276 poems x 15 topics). Though 4,000
is not too many to still be able create an understandable graph, removing those edges
(lines) that are predicted to include less tha% I the words from a topic would make
the graph more readable because there would be slightly fewer edges to contend with;
therefore the fAbasketsodo (documents) drawin
(topic) are removed from the graph. What remeathen is a network of individual
poems (documents) that draw at least 10% of their words from the topics with which they
share an edge (line). Therefore, I f AR¢ke
Deado by Robert L owe s$ide ofthe grapt) ar¢ both predicteddon t h e
draw more than 10% of their language from Topic O, which they are, then they share an

affiliation with one another through their mutual connection to Topic O.
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In terms of the graphic signification of the netwaitke nodes of the network are
assigned a distinct color based on its affiliation with a topic. The labels for nodes
representing poems include the first 15 <ch
topics are just the topic number as it wasgeesd in the topic keyword distribution table
above Table8). Furthermore, the edges between nodes vary in terms of thickness and
color based on the proportion of the document that draws from the words in the
coresmndi ng topi c. I n other words, i f the i
language from Topic 7, the edge that connects the node to the topic would be thin and
dark bl ue. Conversely, 1f the node repres
its language from Topic 4, the edge connecting the two nodes would be a thicker line in

117

lighter blue.”" We know fromTable8 that the topic with the largest proportion across

the whole collection is Topic 12. Predidwlthen, Topic 12 can be located easily on the

17 admittedly, the use of thick, light lines for larger propomnticand thin, dark lines for smaller proportions
may seem confusing since we usually attribute thicker and darker lines with greater significance and
thinner, lighter lines with less weighty signification; however, the purpose was to keep the graph readable
Thick dark lines would obscure the visibility of the smaller but significant relationships. Furthermore,
using a variation in color improves the visibility of the graph over all, but adding the variable widths of the
lines helps to some degree with ¢kavho are unable to see the change in color. There is, within the field
of information visualization, a serious conversation about how to better represent ladgendesys that

are as explicit and readable as possible, but that do not reduce the fdatiz $he process that the data

loses its accuracy. Developers at the Social Media Research Foundation, the group responsible for
improving and maintaining NodeXL, are striving to improve the suite of available tools to be able to create
graphs that qgresent the largest amount of data with the least possible attrition. For more information, see
www.socialmediaresearchfoundation.org.
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graph, because it hasstmost edges connecting to it.
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Figure 40: Document to Topic Affiliation Network Between 276 Ekphrastic Poems and 15 LDA

Topics

When | first began to creatke network graphs for this model, the labels for the

documents were the document identifier numb&rand | noticed that all of the nodes

with connections to Topic 3 (upper left hand corner in dark blugiguare40 (Topic 3 is

highlighted in teal ifFigure41) began with the same two lettérgsd meaning that they

al |

came

from John

Hol | anTdhea 6Ga zaenrfidbagH Spgiyr iot

the topic label is small andmpared to other topics in the network has fewer edges, the

edges that connect to it are quite thick, indicating that a few poems in the collection draw

18 The random alphaumeric identifying number assigned to eackmpavhen the dataset was created, the
process for assigng unique identification numbers to poems and documents is described in chapter 4.
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quite heavily from the word distribution in Topic 3. The model, which does not possess
foreknowledge bout where the documents come from, detected latent patterns of

discourse i h e Ga z e and sven&ifper Sneinhings of the same model, one of

which included 200 additional neekphrastic poems, the pattern proved consistent and
reproducibletotae poi nt that | feel confident | abel
The keyword distribution for the Gazeros S
discourse (thy, thee, thou) and the discourse of courtly love (er, beauty, grace, eyes,

heawen, divine, hand, love). This makes sense in the context of existing knowledge about
Hol |l anderds vol ume. The collection reads
poetry, and the language of desire is strong. If, as W.J.T. Mitchell and 2awe

Heffernan have claimed, the language of affection, love, and desire fuels the defining
gendered stance between poetry and the visual arts, then it would also be reasonable to
assume that the discourse of courtship and desire would appear morg timmadgjhout

most of the documents. But it doesnot. E
10% distribution of words f rTohne tGuaez eG adzse rSopsi
and interestingly only one of those was written by a woman. Indhat, the poems

l' i kely to have a 10% or greater distributi
a few of the poems with a statistically significant portion of its language from Topic 3 are
notalsoinfThe Gazer GisT h®p iPriictt Cr ei nfaLPtobpedt of
Art of Poetry [excerpt], o fiOzymandius, 0 an

female poets.

Table 13: 20 Poems predicted to draw 10% or more of itkanguage from Topic 3 / The Gazer's Spit
Top 20 Poems with Probability > 10% of Topic 3

The Temeraire (Supposed to Have Been Suggested to an Englishman of the Old Order b
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the Flight of the Monitor and Merrimac) by Herman Melville

To my Worthy Friend Mr. Peter Lilly: on that Excellent Picture of His majesty, and the
Duke of York, drawne by him at Hampton-Court by Sir Richard Lovelace

From The Testament of Beauty, Book IIl by Robert Bridges

For Spring By Sandro Botticelli (In the Academia of Florence) by Dante Gabriel Rosetti

To the Satue on the Capitol: Looking Eastward at Dawn by John James Piatt

The Poem of Jacobus Sadoletus on the Statue of Laocoon by Jacobus Sadoleto

To the Fragment of a Statue of Hercules, Commonly Called the Torso by Samuel Rogers

The Last of England by FordMaddox Brown

On the Group of the Three Angels Before the Tent of Abraham, by Rafaelle, in the Vatican
by Washington Allston

Death's Valley To accompany a picture; by request. "The Valley of the Shadow of Death,’
from the painting by George Inness bywalt Whitman

Elegiac Stanzas Suggested by a Picture of Peele Castle, in a Storm, Painted by Sir Georg
Beaumont by William Wordsworth

On the Medusa of Leonardo da Vinci in the Florentine Gallery by Percy B. Shelley

The Mind of the Frontispiece to a Bookby Ben Jonson

Venus de Milo byCharles-Rene Marie Leconte de Lisle

The City of Dreadful Night by James Thomson

Sonnet by Pietro Aretino

For "Our Lady of the Rocks" By Leonardo da Vinci by Dante Gabriel Rosetti

Mona Lisa by Edith Wharton

Ode on aGrecian Urn by John Keats

The National Painting by Joseph Rodman Drake
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Ekphrastic Poem Network Grouped by Topic

- o
rdion Kngel o

==

Created with NodeXL (http:/nodexl cc

Figure4l: Ekphrastic Dataset 15 Topic Model, Topic 3 /

A possible explanation for the clear association between the poemfratzee r 6 s
Spirit Topic might be that most of the poems the model predicts most closely associated
with the discourse found there were published prior to 1900. Out of the top 20 poems
drawing from the Gazerds SpiritBdobiktl baoly
by Robert Bridges and fAiMona Lisabcettyy, Edi t h
begging the question: is the identification of the archaic discourse of courtly love merely
a function of when the poems were written? At this point, caatfeihtion should be
paid to the outliers of the group. Wi th

distinctive withinT h e Ga z ein large patpecausetit never mentions the primary
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subject of the painting except in its title. As Hefferdascribes in his accompanying

discussion of the poem:
Wharton very cleverly avoids all of the celebrated questions in which the
portrait comes officially wrapped (the
nature of the smil eé) begtlahdscapebehigd onl y at
her, extending almost two thirds of the way down the panel, in a tone

influenced partly by Rossetti, partly p
sonnets irModern Love (236)

Hef fernan cor r ec ttbngas akoh ® Danie Gabed Whhasrstedn d 9 s,
t he manner in which she deploys that tone.
forever driven back to the idealized physical countenance of the woman in the frame.
Wharton purposefully looks around the woman in therpitirdand describes the landscape
using the archaic discourse of courtly | ov
treatment of the sitter as one more object literally framed by a similarly romantic,
idealized sensibility.

Reframing topics @iforms of discourse rather than thematic groups is a critical
feature of the combined use of topic modeling and network analysis as a methodology
because it requires that we continually refocus the aperture of our critical view. Our
search for relationgbs between poems and our search for distinctive features of
ekphrasis as a genre within the network needs to consider not only what the poems
associated with a topic have in common but also what they do not. Such an approach
helps us avoid the easy rasidn that would otherwise gloss over the distinction between
Whartonoés poem and the others in the topic
opportunities to ask more refined question

AMona Li sa,Awu fDoan aMieaurrgope had been included i
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t oo, have been as closely associated with
poems come as a pair titled ATwo Backgroun
consider if reading themseparately is an accurate way to read the poems to begin with, as

one seems to depend so heavily on the other for counterbalance. Pairing the two poems

and the work of art, Wharton clearly sees them as a conversation between two views and
invites her reaérs to join in their conversatiénprecisely the kind of reading that a

networked critical approach, such as this one, is designed to do.

Hol |l ander, one might argue, purposefull
because it disrupted the archaic courtlyldve s cour se so pervasive i
poems and points to the fact that there are critical antecedents to the networked reading
|l Om suggesting here. Ant hol ogi es often se
reductive assumptions aboueth col | ecti on as a whol e; howev
anthology cannot accomplish as easily is to essentially pan back out of a collection of 30
to 40 poems to see those collectively within a the larger context of several hundred
poems, find anotheelated discourse, and then narrow the lens again to perform readings
from a middle or close distance.

Locating Similarities between Discourses

Switching away, momentarily, from highly detailed network between individual
documents and topics and backmg even further from the data, the next graph
considers relationships between the 15 topics in the model. Looking at topic to topic
edges (lines between topics) is one way to see the degree of similarity between them.
Returning once againtothe anealotof t he f ar mer 6s mar ket beg

chapter, you predicted the kinds of produce (topics) available at the market based on the
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individual units of produce found in each
actually a representation tifousands of examples of round, red or green, glossy skinned
fruit, while the fApear so ki ndreavyssmoothal | vy a
ish, greerish fruit in each baskétboth types of fruit. Topic to topic graphs, essentially,
recognizetat based on the samplings of fAappl eso
more similar to one another than either of

Similarly, visualizing the topic to topic similarities and differences in the network
of ekphrastic poems synthesizes within a macroscopic view the relationships between
discourses the model identifies. In the graph below, the degree of similarity between
topics (in other words the likelihood that apples are like pears) is represented by the
thickness and color of ties or edges between them (in other words, not based on the
topicsd6 spatial orientation). Trepimilars t hat
to each another than topics that share thinner, darker green edges.

Viewing the network this way is important because it helps us ask another type of
guestion about the poems. We can consider how similar the model predicts the forms of
discouse to be. For example, the model predicted that Topic 12 can be found in at least
70% of the ekphrastic datasél. That means that most of the collection draws from the
discourse identified by the LDA as belonging to Topic 12; however, Topic 12 does not
share a strong similarity with many of the other topics in the model. We know this
because in the topic to topic graphrigure42, the edges connecting Topic 12 and most
other topics are thin and green. The sole exception is the edge between Topic 12 and

Topic 8, indicating that the language between those two topics share similarities, but that

119 See the probability next to number 12Tiable8.
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there is a clear division betweenithand the distribution of language found in the rest of

the model . Like the baskets from the farm
of produce types, poems appropriate various forms of discourse, and so guided by the
connections in the topic topic graph, we can begin to ask questions about how we

might use our knowledge about the similarities between topics to help us read laterally

within the network. In other words, if we know that most poems contain some of Topic

12, how does the intervieon of other, less prominent topics in the network affect the

way we read the discourse identified in Topic 127

Tepic to Tepic Metwork in Ekphrastic Dataset

Created with NodeXL (http-¥nodexl.codeplex.com)

Figure 42: Topic to Topic Network in the 15 Topic Model of 247 Ekphrastic Poems

Another possible approach to tlopic to topic network is to continue to follow

the Gazero6s Spirit Topic to see what other
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similartoit. InFigured3, Topi c 3 is highlightetd and rev
Topic is not as similar to other topics as most of the other topics (save 8 and 12). It

woul d be reasonable to assume that the dif
the others is a matter of the pSpigteds nence o
compared with other poems in the collection that are more contemporary; however, the
archaic discourse in the Gazero6s Spirit is
The topic to topic graph serves as a reading map, helping us ehplates in the
ekphrastic collection to | ook for whether

more a function of the archaic language or the language of desire.
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Figure 43: Topic to Topic Network in the 15 Topic Madel of 247 Ekphrastic Poems, Topic 3
Highlighted in Blue

Searching through the keyword distributions of the topics other than 3, 8, and 12
that have strong similarities to each other reveals that the only other topic to include in its
top 20 key words thaonnote affection or desire is Topic 4. Returning to the topic
keyword distribution infable8, t he next most | ikely topic t
the first 20 words is Topic 4, which includes the followingrts: portrait, monument,
foreman, felt, woman, monuments, box, press, bacall, detail, young, thick, crimson,
instrument, hotel, compartment, picked, cornell, Europe, lovers. As the topic to topic

mo d e | predicts, the keywiatTapicid qudetdiffarebtut i on f
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