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Abstract 
 
 
 
‘Poietic Intermedia and the Traces of Visual Text’ is a two-volume thesis for a PhD in 

Creative Writing. Volume 1 is an online collection of sixty original text-image poems, 

accompanied by a fully hyperlinked print version, and Volume 2 is a reflexive critical 

commentary on the creative work. In the critical commentary I account for the poietic 

intermedial process of the writing and making of the sixty text-image poems in Volume 1. 

The main research question that has emerged in parallel to my creative practice asks 

whether and to what extent a descriptive typology can be designed and used to inform a 

reproducible writing procedure that is able to represent traces of place, event and experience 

in the writing and making of the sixty poems included in Volume 1. The typology, which is 

separated into two main categories, includes seven sensory and seven textual elements of 

trace as represented in the poems. Each of the elements informs the digital material 

conditions for the development of a poietic practice. Through this practice colour, shape and 

other elements are used in the creation of a program grammar within the design software 

for the operational use of the typology. The sensory elements identify ways in which 

landscape, place, identity, event, and experience are depicted in the poems. The textual 

elements identify ways in which the sensory elements are scripted in the text, with a further 

focus on dimension, directions, linearities and script characteristics for writing, voice and 

reading. The practice has created a metaphorical view of writing with the land, through 

which further metaphorical representations emerge in the concept of visual voice as a 

unique form of visual poetic expression. Through the wide range of reading options, 

textually configured through the typology, the visualisation also gives agency to readers to 

engage as co-creative participants as they read and create pathways through, or versions of 

my poems. Through the making and writing of the sixty poems in Volume 1, this study has 

created a fully reproducible procedure for intermedial poietic writing practice that is able to 

represent traces of place, event and experience in the location of the poems.   
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Chapter 1 
Language, Visualisation, Trace and Materiality 

 

1.1 Introduction 

This study is about the intermedial visualisation of poetry through the written word and the 

creatively made, poietic text-image. It considers how words can be arranged to compose 

digitally mediated text-image poetry. Each poem is an impression or arrangement of 

impressions, which captures or reproduces traces of landscape, place and experience, which 

may in turn reflect actual, historical and mythological events. The text-image scene, or scene 

of the referent, ultimately captures something of ways in which culture and experience can 

be used to write and give a metaphorical visual voice to human and non-human experience 

as co-creative agents in poetic writing and poietic making processes.  

 The main research question of this critical commentary asks whether, and to what 

extent, a descriptive typology of sensory and textual elements can be used to inform a 

reproducible writing procedure that is able to represent traces of place, event and 

experience. The aim of this approach is to critically and reflexively analyse the ways in 

which my own poietic practice can conceptualise and inform metaphorical ways of writing 

with features, primarily of the landscapes in which the sixty poems are set. Within this, I will 

consider how the resulting visual poems may be representative of cultural identities and 

how they may voice the experience, not only of me as a writer, but also how they may voice 

or give voice to co-creative participants, as readers and respondents to the poems.   

 The objectives that arise from the research question and aims inform the overall 

discussion and analysis, towards a set of contributions to knowledge, within and between 

fields of visual and digital media poetics, alongside landscape poetries and literary studies. 

The key objectives are:  

 

• To outline how an intermedial process of poietically made visual poems would 

work and to identify the ways in which it would inform writing and design, 

towards the development of a stylistically coherent and consistent collection of 

sixty original text-image poems. 

• To examine how the collection of poems depict, through a digitally material 

arrangement, traces of lived, received and imagined experience in landscape, 
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place and event, and to question whether identified traces can be used to write 

with those features in a captured metaphorical sense.  

• To design a descriptive typology as a working method of informing and 

describing the sensory and textual elements of traces, that write and visualise the 

depicted object, scene or event 

• To establish the basis for how the stylistic approach informing, and informed by 

the typology can enable the metaphorical sense of a writer’s visual voice and to 

textually configure ways to engage a wide range of alternative readings that 

represent the voices of readers and unknowing participants as co-creative agents. 

 

The central method of this study is the development of a typology for the description 

of the observable elements in my poems, divided in two groups of seven elements. The first 

includes the sensory, cultural, metaphysical and physical elements that depict the 

characteristics informing shape and dimensions. The second includes the textual elements 

and typographic characteristics that determine scripted linearities and directions for writing 

and reading. 

The typology extends the work of Peter Mayer, who developed a more limited 

typology of the shaped and framed elements of visual poems.1 Mayer’s typology (Fig. 6, 

Chapter 2), has not been widely reproduced, but has been reviewed by other visual poetic 

scholars, such as Willard Bohn, from whose work Mayer’s typology is more commonly 

cited.2 Mayer’s typology of ‘ornament and representation’ leans towards the use of words 

and shapes, without consideration of the underlying influences or traces of why a writer 

might choose them, and also without the wider description of the spatial dimensions of lines 

and the different linearities of reading.3 I have extended, adapted and identified new 

categories to consider the sensory and experiential elements that determine the writing and 

making of a spatially shaped text image. The resulting text images can represent literally, 

figuratively, or in an abstract manner, the visual determinants that begin to metaphorically 

write with characteristics of place, event and experience. 

 
1 Mayer, p. 110. 
2 Willard Bohn, The Aesthetics of Visual Poetry 1914-1928 (Chicago: The University of Chicago 
Press, 1986), pp. 50-51. 
3 Mayer, p. 110. 
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The combination of sensory and textual elements sets the material conditions for 

working with a poietic process of making, which is further informed and enabled by the 

development of an individualised ‘program grammar’.4 The program grammar is the set of 

working practices within the design program, which in this case is predominantly the open 

source desktop publishing program, Scribus.5 These practices include importing and naming 

of colour from photographs taken in the locations of the poems, via the extraction of red, 

green and blue (RGB) values from Adobe Photoshop, determination of required page 

dimensions as blank canvas for the poem, font, size and typeface characteristics, use of 

movable text blocks and other text shapes and lines, including Bezier curves and circles and 

the constraints of specific kinds of design, e.g., line length for margins-to-centre circular 

texts, within the limited dimensions of the page. 

These choices combine towards the consideration of writing with spatial and 

temporal dimensions. The configuration and balance of these elements determines final 

editing of the orthographic first draft of a poem. Subsequent editing considers visual layout 

and the configuration of an open text reading experience, where a series of alternative 

reading motions are enabled.6 The reader’s motions may question the writer’s themes and 

choices, despite the stylised assertion of a metaphorical visual voice. The reader becomes a 

co-creative participant in the work, with the ability to voice their own versions and 

interpretations. This works alongside the consideration of other unknowing and non-

participating co-creative agents in the work and how the poems may voice or represent their 

experience in relation to the themes and events through which their presence is depicted. 

Each text-image poem emerges as an intermedial arrangement of sensory and textual 

elements, which has specific implications for the ways in which readers or viewers may 

choose to engage. Landscape, place and experience overlap or integrate within the poems 

and are depicted through the arrangement of elements used to create the text-image. 

Landscape is here interpreted as the wider scene or location of a poem, which may include 

topographical and geological features. Place appears in relation to landscape as a located 
 

4 The concept of a program grammar is adapted for this thesis from Loss Pequeño Glazier, 
Digital Poetics: The Making of E-Poetries (Tuscaloosa: The University of Alabama Press, 2002), 
p. 97. 
5 Scribus: Open Source Desktop Publishing: https://www.scribus.net 
6 Manuel Portela, Scripting Reading Motions: The Codex and the Computer as Self-Reflexive 
Machines (Cambridge: The MIT Press, 2013), pp. 34-35. 
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and named feature with personal relevance to the experience of the writer or reader. Event 

refers to the actions of self and co-located people within the wider landscape or identified 

place. The combination of these within a poem may be more, or less familiar to the reader or 

viewer, depending on their own actual, received or imagined experience. 

The following chapters will present a reflexive account of my own intermedial 

practice in the poietic writing and making of visual poetry. This will be related to a 

contextual history that considers how other writers and traditions create visual and textual 

arrangements that cohere to a specific theme, but at the same time offer the potential for 

multiple readings and visualisations of their referents. Through identification of underlying 

culturally determined conditions, I will identify how impressions that manifest as 

ephemeral or tangible traces can be represented in a digitally mediated, material text-image.  

The central approach to my creative-making, or poietic practice, as introduced above, 

is the development and categorisation of sensory and textual elements in a typology that is 

able to describe each element and move in the writing and making of my own poems.7 8 This 

sets up a reproducible framework that determines the program grammar underpinning the 

digital mediation of the intermedial practices through which the poems are written and 

visualised.9 The sensory and textual elements are discussed in the second half of this 

commentary in relation to the predominant values that emerge from observation of 

landscape, place and identity, and aspects of writing, voice and reading. 

Through reflection on the possible origins and some of the traditions of visual 

poetries and connection with underlying aspects of trace and materiality of the digitally 

mediated image, the emerging practice described and categorised in the typology, gives rise 

to the emergence of a visual voice. This is defined as a unique form of visualised expression, 

which can also give agency to interpretations of landscape, place and identity, and engage 

the reader in creative co-production of versions of each text in a potential and unlimited 

post-critical reading. 

The writing of text through the digital arrangement of the elements identified in the 

typology forms the basis of the program grammar through which a defined set of poietic 

 
7 Mayer, p. 110. 
8 cf. Fredson Bowers, Principles of Bibliographical Description, intro. By G. Thomas Tanselle 
(New Castle: Oak Knoll Press, 1994) 
9 Glazier, p. 97. 
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practices has emerged. These practices are discussed as a set of digital intermedial practices, 

which include digital extraction of colour and shapes from photographs taken in the 

locations of the poem. Colours in particular are used to match as closely as possible the 

colours seen and captured on location, but given the impossibility, with my own limited 

means, of more or less uniform structural colour representation, these are seen as 

representative approximations, subject to climatic, seasonal and sensory interpretations.10 

The framed shapes of the majority of poems are freehand representations, though digital 

mapping has also afforded the capabilities of the GPS mapping and transfer of walking 

routes, offering unexpected shapes to aerial views of landscape and place. GPS is not widely 

used but compares, for example, with the three-dimensional art of Brian Thompson, who 

has created representations in wood, carving the routes of some of the favourite Lake 

District walks of William and Dorothy Wordsworth.11 

The inclusion of the captured or reflected intermedial elements has a direct influence 

on ways of writing the poems. This has its most immediate impact and constraint when 

creating correspondences between what is experienced or seen in place or felt in event, and 

how the resulting text image is able to depict or represent that place or event. At this point I 

typically create a first draft and then edit to the simulacrum of page as landscape. This 

results in significant editing to create the image that corresponds to the referent, as either a 

direct or abstract representation of the whole landscape, journey through, or close-up aspect 

from within that landscape. Here my approach works with my own concepts of 

grammatical attenuation and cohesive reduction to free the lines of each poem from the 

semantic constraints of punctuation, articles, prepositions and other linguistic devices. This 

results in a text that can be read in any sequence as the reader’s eye moves across the text, 

finding their own routes for reading, just as their eye would rove across the landscape, 

finding different possible pathways as a walk or traversal progresses. The combination of 

typology and program grammar here extends the capacity for what Charles A. Perrone 

defined, in the context of the first two ‘phases’ of Brazilian concrete poetry (1952-1960) as a 

 
10 cf. Andrew Parker, Naturally Brilliant Colour (Richmond: Royal Botanic Gardens, Kew, 
2021) 
11 Brian Thompson, ‘To Easedale Tarn by Emma’s Dell’, in Mike Collier and Janet Ross, eds, 
Wordsworth and Bashō: Walking Poets (Sunderland: Art Editions North, 2014), p. 136. 
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‘verbal dispersion’ that leads to ‘spatially syntaxed’ compositions.12 In effect, this moves 

between what Perrone labelled the ‘phenomenological’, more syntactic stage and the 

‘heroic’, manifesto driven principles of an evolved, more confident form of writing and 

expression.13 

Through consideration of identity in relation to the themes, the study will conclude 

with ways in which the writer creates the metaphor of a visual voice for the self and named 

or unnamed co-agents within the poems. The visualised voicings present in each poem 

grants agency to the reader to respond with their own voiced or unvoiced impressions or 

alternative representations of the depicted scene, based on their own experience. Discussion 

of these processes will be included in the following chapters that reflect aspects of my own 

work in relation to a continuing review and application of key principles. The commentary 

will ultimately act as a critically reflexive ‘voice-under’ to a visualised writing that captures 

the traces of human and non-human activity in landscape, place, event and experience.14 

In Chapter 1, I will identify the possible origins of visual poetries through 

identification of the ideogrammatic patterns of languages such as Chinese, followed by 

discussion of early pattern poetries dating back at least to 1700 BCE. This moves language 

beyond linguistic notions that characters or words and what they represent are arbitrary 

signifiers for the orthographic recording and delivery of information, based purely on 

agreed social convention.15 I will continue the contextual-historical review from early pattern 

poetries through to the framed and shaped writing of late 19th century to mid 20th century 

visual poetries connecting to perspectives of how they may have informed concrete poetry. 

These include works that are important to the development of my own writing style and to 

the development of the typology as the central poietic practice of this work. In relation to 

this I will also chart a progression between language and its stylised visual element through 

 
12 Charles A. Perrone, Seven Faces: Brazilian Poetry Since Modernism (Durham and London: 
Duke University Press, 1996), p. 26. 
13 Perrone, p. 26. 
14 The concept of ‘voice-under’ reflects the largely unspoken, ekphrastic narrative of visual 
and spatial inspiration in poems that cannot be fully described or known, through the 
agency of landscape, place and event. The phrase is used from Peter Cole and Terry Winters, 
On Being Drawn (London: Sylph Editions, 2020), p. 6. 
15 Bernard Bloch and George L. Trager, Outline of Linguistic Analysis (Baltimore: Linguistic 
Society of America/Waverly Press, 1942).  In John Lyons, Language and Linguistics: An 
Introduction (Cambridge: Cambridge University Press, 1981), p. 4. 
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to the concept of how ideas may be represented as traces that we touch, see or perceive 

through engagement with landscape, place, event and experience. Beneath the words, or 

embodied through the words, are the traces of evidence, cultural memory or suggestion that 

may be more, or less evident in the depicted scene. Through the visualisation and digital 

mediation of these in a contemporary text-image visual poem, the writer creates a material 

representation in dynamic texts that remain ‘potential’.16 Readings of the texts are thus 

sequentially and thematically mutable, through their visual arrangements and transmission 

on computer or mobile device screens and may be read in multiple or unlimited ways. I will 

extend the discussion into considerations of the materiality of the digitally mediated text, 

from which the concept of the ‘program grammar’ emerges.17  

In Chapter 2, I will introduce and extend Mayer’s out-of-print typology of visual 

poetry.18 I will build on this concept to create a much larger typology that can inform poietic 

or made-object intermedia, using the sensory and textual elements of trace found or sensed 

in the locations, or through recollection or imagination of the events of each poem. My 

extended typology includes dual levels of sensory and textual elements and contains a 

combination of fourteen overall elements. This does not claim to be an exhaustive list and 

further creative or critical work may lead to new, merged or adapted categories. The first 

level of my extended typology includes sensory, metaphysical and physical elements prior 

to the consideration of ways in which the words are used. These include shape of referent, 

mode of representation, visual perspective, characteristics of location or event, type of 

experience, moment or duration of temporality and aspect of spatiality or movement. The 

second level includes the textual elements of how the words create dimension, use of textons 

and text blocks, directionality, linearity, characteristics of script, positioning and 

combination of characters and word and phrase identification.19 I will extend this through 

examples from Creative Collection 1, ‘The place still imagined and new’ among others, into 
 

16 ‘Potential’ is used here in the Oulipian sense that there may be multiple, stylistically 
guided permutations for reading stanzas, lines, phrases or words in different sequences. 
Raymond Queneau, ‘Potential Literature’, in Warren Motte, ed., Oulipo: A Primer of Potential 
Literature (London: Dalkey Archive, 1986), pp. 51-64. 
17 Glazier, p. 97. 
18 Mayer, p. 110. 
19 The concept of textons (words as sequential units of text) and the yet-to-be-introduced 
concept of scriptons (words as interpreted or read) is based on Espen J. Aarseth, Cybertext: 
Perspectives on Ergodic Literature (Baltimore: The Johns Hopkins University Press, 1997), p. 62. 
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a working definition of poietic intermedia and the resulting description of the interwoven 

characteristics that inform the wider scope of poietic practice. 

 In Chapter 3, I will discuss sensory aspects of trace through landscape, place and 

identity and how they may be visually depicted through use of shape and colour. Here I will 

also consider ways in which direction may be transposed into visual writing, considering 

the sense of text-as-walk or text-as-journey. In this sense if a text is a forward or upward 

facing linear walk, the first words and lines would appear at the bottom of the page, with 

subsequent words and lines unfolding as steps are taken, leading to ways of writing that 

lead, for example, to an upwards directionality in reading. In effect, this use of colour, shape 

and direction emerges as a metaphorical consideration of ‘writing with the land’. Beyond 

this I will discuss how place names and identity can be voiced as part of the visual 

representation of landscape, place and event. In this chapter I will relate these perspectives 

to the work of other writers and also to my own poems from Creative Collection 2, 

‘Landwriting’, of which all but the first imaginary poem are set in Snowdonia, the Brecon 

Beacons, Preseli Hills, and Cambrian Mountains in Wales. 

In Chapter 4, I will discuss textual aspects of trace through writing, voice and 

reading. This will begin with considerations of directions in writing followed by the 

interpolations afforded through use of conjunctive zero signs, grammatical attenuation and 

cohesive reduction, which free the text for reading in any sequence. The metaphorical 

concept of visual voice emerges here as a distinctive mode of visual expression that gives 

voice to both writer and reader and also the agents who have no awareness of the text, but 

whose experience is depicted or voiced within the text. These agents are seen as co-

producers to the work. A discussion of reading motions will follow to show different 

approaches to voice and voice-marking in a visual text, drawing to a close with the concept 

and a specific example of a post-critical reading. I will explore these points through 

examples of my own poems, primarily from Creative Collections 3 and 4, ‘The colour of 

water’ and ‘Altar of leaves’. 
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1.2 A Contextual History from Pattern to Concrete Poetries  

Stylised visualisation through language and writing is not a concept that is unique to poetic 

traditions, or even to the dominant forms that have emerged in the widely published and 

disseminated European language traditions. In historical and even in more contemporary 

linguistic descriptions, language has been viewed as a ‘system of arbitrary vocal symbols by 

means of which a social group cooperates’, which on a verbal and written orthographic level 

is still apparent.20 The origins of vocal sounds and their corresponding written symbols, if 

the symbols did represent something other than an arbitrary mark, is not well established. 

There is a distinct perspective in this view that sounds and characters have evolved 

independently of the things they represent; however, this is very much an Anglo-centric 

view of language. The Chinese linguistic tradition, for example, has long viewed written 

symbols as far from arbitrary. Ernest Fenellosa’s interpretation of the phrase ‘man sees 

horse’ captures this in the Chinese ideograms in Fig.1 below.21  

 

 

Fig. 1: The Chinese expression ‘man sees horse’.22 

 

In the phrase ‘man sees horse’, reading left-to-right, we see the first character as a 

standing person on two apparent legs, or means of support. The second character shows the 

standing person, but now with an eye, looking, either on its own or through an oracular 

device. In the third we see the walking or running horse on four legs, underneath an image 

of its own eye, or perhaps that of a rider. Fenellosa concludes his brief description with the 

following statement: ‘The group holds something of the quality of a continuous moving 

picture’ – a picture that depicts the events of daily life.23  

 
20 Bloch and Trager, p. 4. 
21 Ernest Fenellosa, The Chinese Written Character as a Medium for Poetry, ed. Ezra Pound (San 
Francisco: City Light Books, 1936), pp. 8-9. 
22 Fenellosa, p. 8. 
23 Fenellosa, p. 9. 
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Fenellosa describes what the characters figuratively illustrate and how, in Chinese 

tradition, characters follow ‘natural suggestion’, rather than the ‘sheer convention’ that 

connects ‘thing and sign’ in non-ideogrammatic languages.24 This indicates a distinct 

possibility for reading more visualised forms of writing, than would usually be practised 

with non-ideogrammatic, orthographic language systems. As a matter of convention, our 

exposure to non-linear visual characters or texts depends to some extent on ways of seeing 

perceived meaning in the ordering of symbols. 

 English and other Roman syllabic and Cyrillic languages (among others) embody the 

more arbitrary nature of written signs, depicting things and ideas by social convention. 

Despite this, there have been numerous poets and writers who have captured or depicted 

whole image scenes through the spatialized arrangement, or patterns drawn from the 

arrangement of written words on the page. In European language traditions, visual poetries 

date back to the earliest types of pattern poetry, such as the ‘Phaistos Disk’, a kind of spiral 

hieroglyphic labyrinth (ca. 1700 BCE), written in the Minoan Linear A hieroglyphic script 

(Fig. 2, below).  

 

 

Fig. 2: ‘The Phaistos Disk’, side B (ca. 1700 BCE).25 

 
24 Fenellosa, p. 8. 
25 ‘The Phaistos Disk’, side B, authorship unknown (ca. 1700 BCE). Reproduced with 
permission from: Dick Higgins, Pattern Poetry: Guide to an Unknown Literature (New York: 
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While no interpretation or translation has so far been recorded of the disk, there is 

clearly a spiral linearity and imagery that tells or recites some kind of story or account of 

events in place. The disk is engraved in clay, using a writing technology of the time that 

enabled its maker/writer to represent these ideas in a stylised visual manner. At first glance 

it appears to be based on social scenes and events surrounding the use of tools and the 

possible hunting, gathering and exchange of food, and it is more than likely representative 

of an aspect of ancient Cretan life to which its readers or viewers would be able to relate. 

In a more orthographic manner, ‘The Egg’ by Simmias of Rhodes (ca. 325 BCE), is a 

rhomboid text-based image written in an ancient Greek script (Fig. 3, below). The text is a 

chiastic narrative of the ‘heroic deed of Epeius of Phocis in honor of… Athena’.26 What is 

particularly relevant here is the stylised sequencing of written text that is visually 

representative, consciously or subconsciously, of events that are reputed to have taken place.  

 

 

 

Fig. 3: ‘The Egg’, Simmias of Rhodes (ca. 325 BCE).27 

 

 
The State University of New York Press, 1987), p. 2, © 1987, State University of New York. 
All rights reserved. 
26 Higgins, 1987, p. 20. 
27 ‘The Egg’, Simmias of Rhodes (ca. 325 BCE). Reproduced with permission from: Dick 
Higgins, Pattern Poetry: Guide to an Unknown Literature (New York: The State University of 
New York Press, 1987), p. 18, © 1987, State University of New York. All rights reserved. 
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There could be any number of interpretations of the image, but what immediately 

springs to my mind, on an aesthetic level, despite the title, ‘The Egg’, is either a shield, 

spearhead or tablet for the recording of the event. Much of the image representation and 

interpretation is contextual and becomes a matter for the reader or viewer to conjecture, 

especially where any descriptive statement from the writer is missing or has never been 

recorded. What is evident from these texts is that, prior to the invention of printing presses, 

ornamentation and design of texts was accepted as a distinctly poietic process of sculpted or 

carved making, common to early writing technologies, regardless of intended or perceived 

meaning.  

In these types of figurative and literal text imagery, we see the beginnings of styles of 

visual and spatial writing that would emerge into a range of traditions from early symbolist 

to modernist visual poetries of the late nineteenth and early to mid-twentieth centuries. 

Some of the poems that are able to inform or compare with my own practices include the 

work of French writers Stéphane Mallarmé and Guillaume Apollinaire, whose works to a 

greater extent transcend visual poetic traditions with their lasting influence, as opposed to 

some of the lesser cited works from the Italian Futurist Movement, including Ardengo 

Soffici (1914), the Spanish Ultraist Movement (predominantly 1919-1923), including Andrés 

Nimero and Isaac del Vando-Vilar, and the later Italian Futurist Aeropoetry Movement, 

including Ignazio Scurto (1932). In each of these, parallels can be drawn with the 

predominantly single image visual poetry of my own collections in terms of the shaped 

spatialisation and representation of the referent. My own poems also draw on non-linear 

traditions of Concrete Poetry (from 1952) with their less verbal, almost anti-narrative 

elements and the more recent affordances of writing for, and designing within, digital media 

(which I will return to in Chapter 2). The affordances for writing are underpinned by 

concepts of digital materiality of text and its resulting ‘program grammar’.28 

 Mayer extends his analysis from individual characters and words, into whole poem 

structures of framed writing and shaped writing.29 Framed writing is used to refer to text 

generally written within, or in close proximity to, a bounded line drawing, sometimes with 

the text itself drawing part of the outline of the depicted or implied object. It was 

 
28 Glazier, p. 97. 
29 Mayer, p. 111. 
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particularly common in early pattern poetries, such as Robert Angot’s ‘Lute’ (Fig. 5, below). 

In ‘Lute’ line drawings and dots have been used to depict the headstock, tuning keys, nut, 

sound hole and bridge, alongside linear text used as strings and the pear-shaped body of the 

lute.  

 

 

Fig. 4: ‘Lute’, Robert Angot (ca. 1634 CE)30 

 

Framed writing can be commonly seen among Italian Futurist poets, such as 

Ardengo Soffici, and Spanish Ultraist poets, such as Isaac del Vando-Vilar. Soffici’s 1914 

poem, ‘Al buffet della stazione’ (In the railway café), depicts what appears to be a 

newspaper and possibly a spoon or straw in what resembles a kind of ice cream float.31  Del 

Vando-Vilar’s ‘En el Infierno de una Noche’ (In the Inferno of Night), is framed in the lines 

and angles of a crucifix with a further framed memorial stone at its foot.32  

 
30 Robert Angot, ‘Lute’ (ca. 1634 CE). Reproduced with permission from: Dick Higgins, 
Pattern Poetry: Guide to an Unknown Literature (New York: The State University of New York 
Press, 1987), p. 226, © 1987, State University of New York. All rights reserved. 
31 Ardengo Soffici, ‘Al buffet delle stazione’, Lacerba (August 1, 1914). In The Aesthetics of 
Visual Poetry 1914-1918 (Chicago: The University of Chicago Press), p. 41. 
32 Isaac del Vando-Vilar, ‘En el Infierno de una Noche’, Grecia (October 30, 1919). In Willard 
Bohn, Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011), p. 27.  
 
Images of these poems may be found through a web search, however, these appear in 
personal blogs and may not be reliable, open access, or copyright free sources and, as such, 
images and links have not been included here. 
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Shaped writing, on the other hand, may appear in a number of different forms. 

Mayer categorises three particular forms as ‘filled forms’, ‘bent lines’ and ‘bent letters’, each 

of which can be seen in Fig 6. (Chapter 2).33 In shaped writing the words are used as the 

boundary to the image, although, as seen in Angot’s ‘Lute’, the combination of framed and 

shaped is also apparent, which indicates that the distinction between framed and shaped 

writing is not always as discrete as suggested in Mayer’s account. Given the scarcity and 

lack of digitisation of Mayer’s full article, however, Bohn’s more recent adaptation of these 

terms has become the main link in the chain of reference to Mayer.34 Bohn has adapted 

Mayer’s forms as solid (filled), outlined (bent lines), distorted letters and dislocated letters 

(as two forms of bent letters).35 The two main forms used in my own poems are solid and 

outlined forms. From the experience and tendencies of my own practice, I have separated 

distorted and dislocated letters, as they tend to appear as smaller parts of the bounded solid 

and outlined forms. These will be included in my own extended typology in Chapter 2. 

Further examples of framed and shaped writing have appeared across a number of 

visual poetry movements, as these were techniques fully reproducible with the pre-digital 

writing technologies of the time, including letter press and typewriter approaches to 

publishing. Andrés Nimero’s ‘Poema Alfa de la Gran Circunvalación’ (1919) is a particularly 

interesting example, as it combines framed and shaped writing in mapping the traversal of 

Streetcar 24 in a central area of Seville in Spain. It follows the Great Circle Route, starting 

and finishing its route in the same location in the Plaza de San Fernando.36 In the poem 

Nimero first depicts the Plaza Nueva (Plaza de San Fernando) as a text-framed square 

utilising the names of hotels and listing vehicles, with the words naming the monument to 

Saint Fernando framed by a line drawing at the centre of the square. The poem subsequently 

follows the route through central Seville utilising linear text and further framed and shaped 

images, especially for the Macarena Gate. This is depicted by shaped arched text with an 

arrow pointing beneath it to the left, which Bohn interprets as a wordplay on ‘arch’ and 

 
33 Mayer, p. 111-112.  
34 Bohn, 1986, pp. 50-51. 
35 Bohn, 1986, p. 51. 
36 Andrés Nimero, ‘Poema Alfa de la Gran Circunvalación’, Grecia, (October 12, 1919) in 
Bohn, 2011, pp. 34-43. 
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‘bow’, which share the same term, ‘arco’, in Spanish.37 ‘Poema Alfa’ is particularly influential 

in my own work for the representations of mapping and walking in visual writing using 

mixed media, as can be seen in one of the first poems of this collection ‘Sancti Spiritus’ 

(discussed in detail in Chapter 2).38 It has also influenced some of the longer texts in my own 

work that go beyond the single page, which are not printable in a bound volume in the same 

way that they can be displayed as digital text images, or differential text versions in single-

poem printed and bound concertina book versions.39  

Of further influence to my own writing is the work of the Italian Futurist Aeropoetry 

writer Ignazio Scurto, which is based on F.T. Marinetti’s Manifesto dell’ Aeropoesia (Manifesto 

of Futurist Aeropoetry).40 Marinetti’s vision was to encourage the recreation of the ‘immense 

visual and sensory drama of flight’ inspired by his earlier manifesto for aeropainting in 

1929.41 The aim here was to recreate the newfound sensations of flying with affective 

descriptions of what was seen and heard during a flight. Ignazio Scurto was one of the more 

prominent poets in this area, especially for his poem ‘Volo su Traú’/’Flight over Trogir’.42 Set 

above the Adriatic Sea, ‘Volo su Traú’ is laid out as a long, narrow text block, similar 

perhaps to the shape of an aeroplane’s body. In the poem Scurto makes uses of different font 

sizes to identify increasing and decreasing sounds and also uses a range of font sizes to 

emphasise the visual aspect of different objects in the scene, such as the vertically 

descending word, ‘towers’. While this movement celebrated technological development, it 

still has direct parallels in how I have developed a series of in-flight poems that depict 

linearities and aerial views of landscape features. One of these can be seen in ‘Along the 
 

37 Bohn, 2011, p. 40. 
38 See above, Vol. 1, p. 4 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/sanctispiritus.html>. I was originally planning to recreate Nimero’s journey 
through Seville using various media but was not able to do this during the study, though it 
remains a future project. 
39 The concept of ‘differential text’ is inspired by Majorie Perloff’s concept, which views the 
print and digital text as equal forms in different media where there is no sense of which is 
the definitive version. Marjorie Perloff, ‘Screening the Page / Paging the Screen: Digital 
Poetics and the Differential Text’, in Adalaide Morris and Thomas Swiss, New Media Poetics: 
Contexts, Technotexts, and Theories (Cambridge: The MIT Press, 2006), pp. 143-162. 
40 F.T. Marinetti, Manifesto dell’ Aeropoesia, La Gazzetta del Popolo, October 22, 1931. In Bohn, 
2011, p. 103. 
41 F.T. Marinetti, Manifesto della Aeropittura, September 22, 1929. In Bohn, 2011, p. 103. 
42 Ignazio Scurto, ‘Volo su Traú’/’Flight over Trogir’, Futurismo 1/16, (1932). In Bohn, 2011, 
pp. 103-108. 
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Spine of Gilgamesh’, a similarly long and narrow series of text blocks depicting the scenes 

flying over Iraq and the Persian Gulf.43 

Among the forms of shaped writing, outlined forms include poems such as 

Guillaume Apollinaire’s ‘Il Pleut’ / ‘It’s Raining’ (Fig. 5, below). Possibly the most well-

known and cited of all visual poems, ‘Il Pleut’ outlines a figurative depiction of rainfall, 

remorse and renewal. Apollinaire has created an atmospheric, emotional poem, in which the 

speaker’s melancholy voice is reflected well through the falling raindrops, visually 

capturing the nuances of what may well be an autobiographical account of his unrequited 

love for an unnamed person.44 The use of space, which also implies time and motion, fixes 

the reading sequence through its spatiotemporal structure that draws the reader down the 

lines of motion, one at a time. The downwards motion fixes the reading sequence in a way 

that evokes the sensory perception of rainfall. Roger Shattuck’s translation, printed en face to 

a reproduction of the original visual version, precedes Fig. 5, below.45  

 

It’s raining women’s voices as if they had died even in memory 

And it’s raining you as well marvellous encounters of my life / O little drops 

Those rearing clouds begin to neigh a whole universe of auricular cities 

Listen if it rains while regret and disdain weep to an ancient music 

Listen to the bonds fall off which hold you above and below46 

 
43 See above, Vol. 1, p. 13 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/gilgamesh.html> 
44 Beverley Bie Brahic reviews a collection on Apollinaire’s love letters, in which she refers to 
him as a ‘passionate and demanding lover’. Beverley Bie Brahic, ‘Voluptuous Striving: 
Letters on the Arts of Love and Poetry’, Times Literary Supplement, 5 March 2019 
45 Guillaume Apollinaire, The Selected Writings of Guillaume Apollinaire, trans. and intro. by 
Roger Shattuck (New York: New Directions, 1971), pp. 170-171. 
46 Shattuck, in Apollinaire, p. 170. 
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Fig. 5: ‘Il Pleut’, Guillaume Apollinaire.47 

 
47 Guillaume Apollinaire, ‘Il Pleut’, SIC Vol.12, Paris, 1916, ed. Pierre Albert-Birot. 
Reproduction of original typeset version: Revue SIC, public domain (2013) 
http://commons.wikimedia.org/wiki/File:Ilpleut.png [accessed 10 June 2021] 
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As with many orthographic transcriptions, Shattuck’s translated version of ‘Il Pleut’ 

is immediately more readable, however, it is also aesthetically neutral considering the 

original poem was published in its outlined form. In its outlined form, the combination of 

image and text offers what Friedrich Block calls ‘aesthetic gain’.48 Block questions the value 

of works that can be transcribed in other media, where the transcribed version offers little in 

the way of the unique aesthetic appreciation afforded by the visual or digital medium. 

Block’s perspective lies at the heart of concepts of visual and digital materiality. Framed, 

shaped and coded forms, that are now mostly created digitally, build on traditions 

established in a pre-digital age, where text would be manually typeset for printing.  

 Apollinaire’s more stylised literal depiction, common to early twentieth Century 

modernist poetries, would be preceded and possibly inspired by more figurative spatialized 

images from symbolist writers such as Stéphane Mallarmé in the late nineteenth century, 

particularly with his poem ‘Un Coup de Des jamais n’abolira le Hasard’/’A Throw of the 

Dice Will Never Abolish Chance’ (1897).49 In the poem, Mallarmé drew together and created 

material representations of the tangible and ephemeral traces of a real or imagined event, 

typographically arranged across multiple pages as a text-in-motion, yet static image of the 

sea. The writing was not just a combination of words designed to represent an image in the 

reader’s mind, but an image that would compose and paint a graphic picture on the page, 

made of words that would otherwise only depict the mental image, subject to the reader’s 

own real, imagined or received imagery or experience.  

The image is still open to the reader’s interpretation and, as such, Mallarmé’s poem 

has been the subject of considerable debate as to representation and meaning. Quentin 

Meillassoux claims, for example, that the ‘unique number’, referred to on the verso page of 

the third folio of the poem, indicates that the poem is ‘coded’ and that ‘true comprehension’ 

 
48 Friedrich W. Block, ‘Acht Finger digitaler Poetik / Eights Digits of Digital Poetics’, in 
Friedrich W. Block, Christiane Heibach and Karin Wenz (eds.) p0es1s.Ästhetik digitaler Poesie / 
The Aesthetics of Digital Poetry (Ostfildern-Ruit: Hatje Cantz, 2004), pp. 307-317 (p. 309). 
49 R. Howard Bloch, One Toss of the Dice: The Incredible Story of How a Poem Made Us Modern 
(New York: Liveright Publishing, 2017). ‘Un Coup de Des jamais n’abolira le Hasard’/’A 
Throw of the Dice Will Never Abolish Chance’ by Stéphane Mallarmé is reproduced in full 
in Bloch, 2017, pp. 167-209. 
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of the poem is dependent on deciphering the code.50 There is very little, however, on which 

to measure Meillassoux’s numerological interpretation of ‘Un Coup de Des’. The text itself 

and its visualisation is more likely to be based on imagined or received ideas of the 

experience of an unnamed person cast adrift on the waves and faced directly with the 

chance of death or survival at the mercy of the elements. The unique number here may well 

be no more than a wish or prayer against which the speaker’s salvation is chanced, and 

which cannot be removed, in the metaphorical throw of the dice. 

 Going beyond the immediate themes into the text visualisation, Mallarmé has 

spatially fashioned a text whose words and lines rise and fall with the swell of the turbulent 

sea surrounding the boat cast adrift. A reader may feel the anxiety of not knowing whether 

the speaker will survive, looking around and seeing an overlap of words crashing over each 

other and washing back in a series of alternative reading motions.51 The possibilities of 

reading left-to-right, top-to-bottom or even across words and lines, by the crescendo and 

diminuendo of font size and typeface, allude to traces both present and absent in the 

different sequences for reading. In terms of font size, for example, the largest font, used in 

the abbreviated, but capitalised title “ONE TOSS OF THE DICE” carries across from the title 

page to the recto page of the first folio, to the word “NEVER”. The large capitalised 

sequence then moves to the recto page of the fourth folio, with “WILL ABOLISH” and 

finally to the recto page of the eighth folio with “CHANCE”. This dispersal of font guided 

reading extends the full name of the poem into its spatial and narrative sequence and 

embeds the poem’s full title, while still making it visible, across 16 pages of the poem. A 

number of similarly grouped readings are possible in the text that depict turbulence, 

disorientation and fear, juxtaposed with momentary flashes of stability, reason and hope. 

Mallarmé depicts a significant ‘presence’, underscored by what Stephen Romer 

refers to as ‘inquiétude’ – an anxiety felt at a ‘crossroads’ in life, or over a direction not taken; 

a question of what might have been.52 Romer positions inquiétude at the heart of Yves 

Bonnefoy’s elusive definitions of ‘presence’ – the unity, oneness or completeness within 

 
50 Quentin Meillassoux, The Number and the Siren: A Decipherment of Mallarmé’s Coup de Dés 
(Falmouth: Urbanomic, 2012), p. 3. 
51 Portela, pp. 34-35. 
52 Stephen Romer, 2012, p. 3. In Yves Bonnefoy, The Arrière Pays, trans. and intro. Stephen 
Romer (London: Seagull Books, 2012) 
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material manifestations of writing and art. In itself inquiétude remains unvoiced and can only 

be hinted at, as no two people can share exactly the same experience.53 It is ephemeral, 

material, existential and spiritual in equal measures, each setting a dynamic tension in 

Mallarme’s text and its image, through the push and pull of the waves in which the reader is 

immersed.  

What can be seen in Mallarmé’s poem is the visible or otherwise accessible aspect of 

trace, which Jean-Jacques Nattiez defines as a tangible trace of the ‘immanent and recurrent 

properties’ of a written or composed work.54 Nattiez’s definition is based on that of Jean 

Molino, for whom trace operates at a ‘niveau neutre [neutral level]’ or ‘niveau materiel 

[material level]’.55 In Molino’s definition, which is closely related to creative making, or 

poiesis, the trace is seen as the collective formal properties of the made object that can be 

analysed and categorised in musical or poetic terms. The neutral or material level is not seen 

as a means of signification, indicating that readers may reconstruct meaning in the text 

through ‘esthesic’ processes, where they may ‘assign one or many meanings to the form’.56 

No inferred meaning is offered, even though a meaning may be assumed through a reader’s 

interpretation of the words, which is often a result of social, cultural and political factors. 

Between these polarities lies a person’s experience and the possibility for infinite 

interpretations or permutations on the theme.  

In my own poems, traces also refer to sensory and textual elements that deliberately 

or unconsciously depict proximities, directions and movements through place, 

correspondent to actual, received or imagined experience in place. As markers of experience 

in place, their presence is clear, whereas in Bonnefoy’s definition of presence, each trace also 

signifies alternatives or directions that could have been taken.57 Each alternative indicates 

the potential for the poems I could have written, and these alternatives are potentially 

recognisable by a reader who has encountered the referents and the directions not taken, as 

a juxtaposition to the directions that were taken. These alternatives also mark distinct points 

 
53 Romer, p. 7. 
54 Jean-Jacques Nattiez, Music and Discourse”: Toward a Semiology of Music, trans. Carolyn 
Abbate (Princeton: Princeton University Press, 1990), p. 12. 
55 Jean Molino, 1976 (reference not included in bibliography), in Nattiez, p .12. 
56 Nattiez, p. 12. 
57 Bonnefoy, p. 7. 
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of realisation, where both writer and reader can experience the unfolding and connecting of 

ideas, not all of which can, or should, be explained. 

Sylvia Gorelick identifies Mallarmé’s approach to writing ‘Un Coup de Des’ as the 

relationship or tension between ‘ideality and materiality’, based on Mallarmé’s description 

of creating the ‘prismatic subdivisions of the Idea’ in a carefully constructed ‘spiritual mise 

en scène’.58 Mallarmé also referred to the divisions of the scene as spatialising words into a 

‘constellation’, something he continued to work with, almost as a prefiguration of the 

potential of future visual and digital writing. This seeming prescience becomes more 

apparent with his later work The Book, which was unpublished at the time of his death in 

1898. The Book was not intended as an actual printed volume, but as a series of salon 

performances where the audience was supposed to speculatively participate, and it has only 

recently been published as a full collection.59 Gorelick chooses to quote the latter phrase of a 

poignant line from spatialised poem-text 22a of The Book, ‘…at least that some ship, floating 

city… has returned – more city of the future poet…’60 These prismatic subdivisions prefigure 

many ways in which subsequent writers have decentralised the position of the line in 

poetry, much of which must point to Mallarmé in their inspirations. 

In 1955 Eugen Gomringer published From Line to Constellation, a manifesto charting 

the connection from concrete art to poetry.61 Nancy Perloff comments on Gomringer’s 

influence originating from concrete art, as emphasising the role of ‘line, surface and colour 

and… geometric abstraction’.62 Gomringer’s own definition of constellation here is strikingly 

similar to Mallarmé’s in its sense of ‘…an arrangement… a play-area… ordered by the 

poet… the new reader, grasps the idea and joins in’.63 Gomringer further asserts the idea that 

the concrete poem can now be seen as a whole visual object or an object made of constituent 

 
58 Stéphane Mallarmé, The Book, trans. and intro. Sylvia Gorelick (Cambridge: Exact Change, 
2018), p. x. 
59 Sylvia Gorlick, in Mallarmé, p. vi. 
60 Mallarmé, p. 29. The phrase ‘…more city of the future poet’ is also quoted in Gorelick’s 
introduction, p. xi. 
61 Eugen Gomringer, ‘From Line to Constellation’, Augenblick (1955), reproduced at 
Broodthaers Society of America, ‘From Line to Constellation’ 
<http://www.broodthaers.us/MEDIA/00965.pdf> [accessed 30 June 2022] 
62 Nancy Perloff, ed., Concrete Poetry: A 21st Century Anthology (London: Reaktion Books, 
2021), pp. 14-15. 
63 Gomringer 
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parts, each which may afford its own focus and its relationship to the whole, or (unstated 

but implied) as an independent unit of meaning and expression: ‘…an object containing 

thought but made concrete through play-activity’.64 Gomringer concludes his manifesto with 
the following statement. 

 
In the constellation something is brought into the world. It is a reality in itself and 

not a poem about something or other. The constellation is an invitation.65 

 

Notwithstanding Gomringer’s assertion here, clarification is needed, as the concrete 

text cannot be a reality in itself, but is representative or correspondent to the referent or 

referents within the constellation. What can be argued as a reality though, is the material 

form of the text that has emerged. It is a tangible visualised and stylised text image, or 

object, other than an orthographic text in the bed of the line of the writing or printing 

technology. It is representative of the referent but not an aspect of the referent itself. What it 

represents beyond its materiality, however, is a representation of a culturally determined 

aspect of thinking that informs the framing of an interpretation and ideational expression of 

the written and visualised word. Such a representation contains traces, both ephemeral and 

tangible of located thoughts, experiences, events and objects that evoke the referent. 

 

1.3 Cultural and Metaphysical Aspects of Trace 

In my own poems, traces appear as shapes and poetic descriptions that deliberately or 

unconsciously represent and depict the evidence of proximities, directions and movements 

through place and their relationships with actual, received or imagined experience in place. 

As markers of experience in place, their presence in the poems is clear, however, each trace 

also signifies alternatives or directions that could have been taken.66 Each alternative 

indicates the potential for the poems I could have written, and these alternatives are 

potentially recognisable by a reader who has encountered the referents and the directions I 

did not take, as a juxtaposition to the directions I did take. These alternatives also mark 

 
64 Gomringer 
65 Gomringer 
66 Bonnefoy, p. 7. 
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distinct points of realisation, where both writer and reader can experience the unfolding and 

connecting of ideas, not all of which can be explained. 

Among the traces that may be found in a particular location, a voiced agency for 

metaphysical difference can also be written into text. My own poem ‘The Fossil Will Find 

Me’, at surface level, is about finding a fossil at 600 metres above sea level on Moel Siabod in 

Snowdonia. The imagined possibility of the elemental consciousness of a 450-million-year-

old fossil is voiced in the poem’s visualisation. This is seen through a straightened textual 

timeline of the fossil’s ribs (fanned lines), radiating from its umbo (centre), which in its 

actual form appears as the shape of a sea shell.67 Through this both writer and reader can 

explore the traces of the fossil in the landscape and conjecture how a marine fossil was 

found on a Welsh mountain.  

‘The Fossil Will Find Me’ was conceived in conditions where my own knowledge 

and experience were metaphorically ‘written’ by the spontaneity and specificity of the 

encounter of jarring my ankle on a loose rock containing the fossil, without which nothing, 

on this subject at least, would have been written. The detachment of my own voice within 

the poem aims for just such a perspective, giving agency to the geological processes and 

even the possibility of a rudimentary former consciousness of the fossilised creature. It 

introduces the possibilities for ways in which the material form of the visual text can reflect 

different metaphysical perspectives.  

Just as ‘The Fossil Will Find Me’ explores the possibility for a voice of metaphysical 

alterity, an understanding of different cultural and linguistic perspectives may also reflect 

the frame of poetic reference. ‘Altar of leaves’ is partially set in a temple in Ayutthaya, one 

of the ancient capital cities of Thailand.68 The background image is taken at Wat Mahathat 

Buddhist Temple in Ayutthaya, Thailand. The majority of Buddhist statues in the temples of 

Ayutthaya, the ancient capital of Thailand from 1351 – 1767, have had their heads removed 

and sold to private collectors, a practice that is strongly reviled today. The poem plays 

between the direct photographic depiction of the head, now permanently enmeshed among 

tree roots, and a personal spirit encounter seen as a non-material amulet of protection. The 

cultural and metaphysical perspectives of this encounter are ultimately difficult to translate 
 

67 See above, Vol. 1, p. 32 and <https://users.aber.ac.uk/jpm/phd/landwriting/fossil.html>  
68 See above, Vol. 1, p. 55 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/altarofleaves.html>  
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and explain, as single words in Thai serve for some of the concepts that might take a number 

of sentences to explain in English, but still without much clarity. On a more pragmatic level, 

it seeks to voice the experience and struggle for preservation of spiritual artefacts in the face 

of a commercial trade in stolen and appropriated objects. The choice of image-framing for 

this poem gives prominence to the statue’s head and its social position, with words written 

in support of the protecting roots, locating the whole within my own voice of spiritual 

reverie.  

The prevalent metaphysics of cultural belief within this poem, and others within the 

‘Altar of Leaves’ collection, begins with the concepts of ‘mu’ang’ and ‘pa’.69 Mu’ang, 

particularly in Thailand and Laos, refers to the city state which centres on a Theravada 

Buddhist temple constructed in alignment with rivers and in some areas, royal palaces. This 

forms what Philip Stott has defined as the ‘merit-heart… from which the “umbrella” of 

merit will spread’. The influence of this merit – or well-being, wealth and protection – is 

curtailed when it comes into contact with the ‘pa thu’an’, commonly referred to by the 

diminutive ‘pa’. Pa refers directly to the forests and areas of wilderness which are populated 

by spirits and animals, and which lie outside the sphere of influence of the mu’ang, or city, 

thus falling beyond the merit of its spiritual protection. It is a space traditionally believed to 

be populated by ‘capricious spirits’, requiring a complex arrangement of paying respects 

through the positioning of spirit altars, at which offerings are regularly laid to pacify the 

spirits.70  

Material forms of the alterity and representation of mu’ang and pa, which also relate 

to prevalent animist beliefs in the region, can be seen in the extract below from ‘The Spirit 

Meal’ by Mai Der Vang. Der Vang sets this poem in the forests of southern Laos, writing 

with an effortless awareness of how the spirit world enters the everyday activity of social 

and family life. This extract shows how tangible absence, spiritual belief and the ability to 

commune directly with the departed, can cohere as depicted traces in poetic form: 

 

 
69 Philip Stott, ‘Mu’ang and Pa: Elite Views of Nature in a Changing Thailand. In Manas 
Chitakasem and Andrew Turton (Eds.), Thai Constructions of Knowledge (London: School of 
Oriental and African Studies, 1991), pp. 142-154. Emphasis in chapter title retained. 
70 Stott, pp. 145-146. 
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It’s been a hundred years / since their last morsel. / No honey on palate, they hunt / 

the living in dreams. / Now the dead come to dine / in my kitchen. / Paper plates line 

the floor / each offering / rice and boiled meat / from the hen Mother / butchered in 

the garage. / Spoons have been dispersed. / The ground table is set. / As though 

sounding a dinner bell / in the hereafter, Father chants: / come eat.71 

 

By engaging with the voice and voicing of different cultural and metaphysical 

identities, agencies and interpretations, a fixed meaning is never established in my own 

poems, nor is it desired. The sensory and textual elements are essential parts of the visual 

representation, which manifest in a material and digital intermedial form that is always 

potential. It can continue to be read in different sequences, which in turn offer many 

possible interpretations.72 In terms of material and intermedial forms, my poems have been 

presented in a range of differential on-screen, constructed and printed outputs, that 

establish varied processes for production and an adjustment of conditions for reading, 

performance, dissemination, publishing and archiving.73 In the following section I will 

establish a position on the relationship between a visual textual materiality and digitally 

mediated writing, before moving on to locate this within the typology and poietic 

intermedial practice in Chapter 2. 

 

1.4 Visual and Digital: A Materiality of Forms 

Johanna Drucker defines materiality as being initiated through an act of ‘self-conscious 

attention to the formal means of production in literature and the visual arts’.74 This 

definition implies there is a tangible product, but it also indicates process within that 

production. Loss Pequeño Glazier sees materiality as essential to ‘understanding innovative 

practice’, referring specifically to connection between the ‘materials of writing’ and the 

actual process of writing.75 Glazier’s ‘materials’ refers to the typewriter and later the 

computer, as setting up a central duality for mediated texts, where text and machine are 
 

71 Mai Der Vang, Afterland (Minnesota: Graywolf Press, 2017), p. 78. 
72 Queneau, 1986, pp. 51-64. 
73 Perloff, M. 2006, pp. 143-162. 
74 Johanna Drucker, The Visible Word: Experimental Typography and Modern Art, 1909-1923 
(Chicago: The University of Chicago Press, 1994), p. 10. 
75 Glazier, pp. 22-23. 
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equal counterparts, with the machine as a material component in the writing process.76 The 

resulting text would lose an essential perspective on its referent without the realisations of 

these enabling technical capabilities.  

Digitally mediated text encompasses a range of considerations on how the tangible 

digital or physical properties of the text impact the ways in which it is presented and 

received. My own creative work is more broadly connected to issues of a visual-digital 

materiality, where the text is designed and presented mostly for reading online, as opposed 

to the online archiving of a text that was designed for reading in print. This draws me 

towards a consideration of how the term digital is used in material manifestations of 

digitally mediated poetries that are made within, and for output on, the computer screen. 

 Where a printed volume cannot technically contain the computer-mediated colour 

and image resolutions, animations and interactive sequences of the text or collection of texts, 

suitable conditions are in place for a consideration of the work’s digital materiality. The 

work still depends on its external referents for the determination of its aesthetic and textual 

properties, as these give voice to the traces encountered on location, represented textually in 

the work, along with the dynamic arrangement for reading, viewing, interacting, 

performing and rewriting. The elements of digital materiality include (but are not limited to) 

light, colour, shape, font, typeface, size, text, stylistic devices, image size and on screen or 

print format. It also includes the hidden elements of coding as a means of production; an 

enabling element of the text’s ‘bibliographic materiality’, i.e., the text-as-seen or text-as-

read.77 The texts are designed for engagement with the devices needed for reading and 

through the range of display settings that enhance the visual and textual features. In print 

format, animated features of a text cannot be reproduced, the page format may not allow 

adequate legibility of text or image features and the image resolution may negatively distort 

or dilute the colour and image resolution. Where the programming code is needed for 

navigation through a text, a significant part of the text-as-whole material object is lost in the 

output. Manuel Portela defines this digitality, with citation to Philippe Bootz, as ‘a software 

 
76 Glazier, p. 23. 
77 Portela, p. 47.  
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layer that scripts its interactive tropes and its audiovisual materiality and is part of a poetics 

of digital media that “relocates programming at the core of electronic art”’.78  

Some outputs of visual poetry depend less on the programmed code for the actual 

reading of the text, as text is set in a fixed object digital display. Others depend on it entirely 

and they cannot be viewed as a complete text without activation of the programmed 

elements. Examples that cannot be viewed in their entire interactive arrangement in my own 

work include ‘Night of the Horse’, ‘Seven Voices/Pluie d’Automne’ and ‘Not without 

newsprint’.79 80 81 ‘Night of the Horse’ uses a JavaScript code to create a magnifying glass for 

reading the very small text in the opening lines. This facilitates a gradually increasing text 

size that represents the hoof prints, or sounds of a galloping horse along cobbled streets, as 

it gets closer to the reader as a living manifestation of the Mari Lywd wassailing tradition in 

South Wales. Magnification is no longer needed, by the larger text of the final lines where 

the perspective now places the horse in very close proximity to reader as spectator in the 

scene. An adaptation of the same code has been used in ‘Seven Voices/Pluie d’Automne’ and 

‘Not without newsprint’ to create a lens for translation between English and Greek, or Greek 

and English, depending on the reader’s first choice of language. In each of these examples, 

the code enables material aspects of the animation that create a three-dimensional digital 

 
78 Portela, p. 168, citing Phillipe Bootz, ‘The Problematic of Form: Transitoire Observable: A 
Laboratory for Emergent Programmed Art’, in Dichtung-digital, 35 (2005) 
<http://www.dichtung-digital.de/2005/1/Bootz/index.htm> [accessed 30 June 2022] (para. 2 
of 29) 
79 See above, Vol. 1, p. 15 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/horse/nightofthehorse.html>  
80 See above, Vol. 1, pp. 7-8 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/closeup-seven/sevenepta_eng-gr.html>  
Also published in: John Morgan, ‘Seven Voices // Pluie d'Automne / ΕΠΤΑ ΦΩΝΕΣ // Pluie 
d'Automne’, in From Mouth to Mouth, paper A) GLIMPSE) OF) 02, ed. by Dimitra Ioannou 
(2014) <https://aglimpseof.net/paper-aglimpseof-02/> (English), 
<http://aglimpseof.net/%CF%87%CE%AC%CF%81%CF%84%CE%B9%CE%BD%CE%BF-
aglimpseof-02/> (Greek) 
81 See above, Vol. 1, pp. 9-10 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/notwithout/newsprint_eng-gr.html>  
Also published in: John Morgan, ‘Not without newsprint / / Mε την έντυπη εφηµερίδα’, in 
Gaia’s Flesh, A) GLIMPSE) OF) 17, ed. by Dimitra Ioannou (2015) 
<https://aglimpseof.net/tag/issue-17/> (English) 
<http://aglimpseof.net/category/%CF%84%CE%B5%CF%85%CF%87%CE%BF%CF%83-17/>  
(Greek) 



 28 

material object. If printed, the dimensionality of ‘Seven Voices/Pluie d’Automne’ and ‘Not 

without newsprint’ would appear only as a pair of parallel texts, whereas ‘Night of the 

Horse’ would be a single text that would need to be printed on a minimum paper-size of A2, 

for legibility of the opening lines. 

Programming, or coding, is a varied process. Within fields of digital poetics, it is 

argued an understanding of an actual programming language is necessary. This may be true 

for more complex aspects of animated works, but in the context of visual imagery, which 

includes the majority of my poems, coding can be viewed through the functions of what 

Glazier has called a ‘program grammar’.82 A program grammar can be viewed as a working 

ability to use an operational code for a particular design software. This may either depend 

on a programming language, such as JavaScript or HTML, or a series of commands and 

choices for creating and formatting a text-image. It includes the ability to compose and 

execute all necessary elements in the visual and textual field for the type of material output 

required.  

An important aspect of the program grammar is the consideration of aesthetic 

choices for reading practices. In my own approach to visual poetry, each poem must appeal 

on aesthetic and textual levels and be accessible to readers. The poems create seemingly 

abstract shapes for the separated lines, clauses, phrases, words or characters that Espen 

Aarseth refers to as ‘scriptons’ and ‘textons’.83 Aarseth argues that a text must have a 

‘material medium’ in which to work, but that the ‘text is not equal to the information it 

transmits’: the text-as-seen may include numerous permutations for reading and 

interpretation. Aarseth’s definition refers to his concept of scriptons, which are ‘strings as 

they appear to readers’ and textons, which are ‘strings as they appear in the text’.84 The 

scriptons and textons within a text are what generates the text’s potentiality and which 

reveal the hidden extent of the full materiality of the text, if the full text were to be read or 

printed in the entirety of its scripton permutations. In some texts a complete reading is 

impossible, as in the case of Raymond Queneau’s Cent mille milliards de poèmes (One Hundred 

Thousand Billion Poems).85 The text itself consists of only 140 textons as a collection of ten 14-

 
82 Glazier, p. 97. 
83 Aarseth, p. 62. 
84 Aarseth, p. 62. 
85 Raymond Queneau, Cent mille milliards de poèmes (Paris: Gallimard, 1961) 
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line sonnets, but it has one hundred billion possible scriptons. Queneau calculated that it 

would take 190,258,751 years to read every permutation, as sonnets, of the one hundred 

billion scriptons, reading for twenty-four hours per day.86 This shows the actual depth of 

textual materiality, despite the shallow surface value of expecting anybody to engage 

beyond a few sequential readings. 

 The visual aspect of my own poetry depends very much on the program grammar in 

being able to create material arrangements in static text images that offer significant levels of 

movement between the lines, or textons, of the poems. Through this there is a significant 

need to create frames or shapes for writing for the scene of activity, which also sets 

constraints for the writing. Caroline Levine engages in an interesting discussion of form and 

how objects might be chosen to embody the metaphorical aspects of a person’s writing.87 She 

cites Stephanie Markovits on choice of objects among nineteenth-century writers and their 

tendency to write about diamonds and their capacity for ‘containment of lyric’ afforded by 

their perfect shapes. She also notes that diamonds were chosen for ‘motion of narrative’ due 

to their ‘durability’. 88 These metaphorical tendencies, however, also set up the following 

contradiction in the type of literary writing under discussion: 

 

Literature is not made of the material world it describes or invokes but of language, 

which lays claim to its own forms – syntactical, narrative, rhythmic, rhetorical – and 

its own materiality – the spoken word, the printed page. And indeed, each of these 

forms and materials lays claim to its own affordances – its own range of capabilities. 

Every literary form thus generates its own, separate logic.89 

 

In terms of my own writing, however, poems take on the shape and colours of the 

scene of the environments in which they are conceived and written. While not made of 

actual aspects of the material world, they are distinctly representative of those 

 
86 Harry Mathews and Alastair Brotchie (eds.) Oulipo Compendium (London: Atlas Press, 
2011), p. 14. 
87 Caroline Levine, Forms: Whole, Rhythm, Hierarchy, Network (Princeton: Princeton University 
Press, 2015), p. 10. 
88 Stephanie Markovits, ‘Form Things: Looking at Genre through Victorian Diamonds’, 
Victorian Studies 52/4, 2010, p. 598. In Levine, C., 2015, p. 10. 
89 Levine, p. 10. 
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environments, creating a visual scene of the referent. This effect may be seen, for example, in 

the shifting desert trails and sand dunes in Morocco in ‘By the Pen and What It Inscribes’.90 

It can also be seen in the movement of waves across brightly coloured pebbles in ‘Playa de 

los Muertos’ along a one mile stretch of beach in Cabo de Gata national park in Spain.91 In 

effect, the images become a metaphorical form of writing with the land, or with events in 

place.  

 

 
90 See above, Vol 1. p. 53 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/bythepen.html>  
91 See above, Vol 1. P. 46 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/losmuertos.html>  
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Chapter 2 

An Extended Visual Typology of Poietic Intermedia 

 

2.1 A Visual Typology as a Critical Mode of Description 

In this chapter I will build on visual traditions and the concept of including aspects of trace 

within the material forms of text-image poems. I will firstly review existing considerations 

of what visual poetry is, or can be, locating it in relation to commonly cited but rarely 

reproduced typology of different visual forms. Beyond this I will tabulate an extensive 

typology of my own that is able to inform the representation of sensory and textual elements 

of traces that determine the design choices in my work. This extends into a definition of 

working practice through the concept of the poietic, as the making of forms. It works 

alongside ways in which intermedia is used towards an evolution of an individual visual 

style, mediated through the program grammar and utilised as the central working practice 

of this study and its creative collections.  

Visual poetry can essentially be defined as the text of a poem that presents a pictorial 

image, in part or in whole, of the thing, place or event referred to in the poem. Arrangement 

of text and images, or text as image, can be literal, figurative or abstract and can be closely 

related or unrelated to the actual thing, place or event. Willard Bohn refers to this as ‘poetry 

that is meant to be seen’.1 Arguably the most seminal framework for describing the stylistic 

aspects of visual poetry comes from Peter Mayer, whose article ‘Framed and shaped writing’ 

categorised the structures of visually stylised writing, that can be used to chart visual poems 

from early pattern poetries through to the present day.2 Mayer starts his visual typology 

through identification of what he calls the ‘struggle between ornament and the 

representation of sounds and things’ (Fig. 6).3 

 

 
1 Bohn, 1986, p. 2. 
2 Mayer, pp. 110-114.  
3 Mayer, p. 110. 
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Fig. 6: Peter Mayer’s ‘ornament and… representation’.4 

 

Mayer’s typology offers a way of conceptualising and describing the parts of a visual 

poem. My own typology does draw on Mayer’s framework for inspiration, continuing to 

use some of Mayer’s terms, but is significantly expanded to take account of the sensory and 

textual elements of an individualised program grammar that can more fully inform my own 

work and potentially that of others. My typology (Tables 1 and 2, below) provides an 

expanded description, based originally on Bohn’s interpretation of Mayer’s own typology.5 

It identifies the most important categories needed to provide a detailed description of the 

sensory and textual elements that can be identified in the intermedial and poietic 

development of the poems contained in the four collections of this thesis.6 At the text output 

stage of the process, each text may share similarities with others and may also, on a broad 

level, be identifiable within the wider categories of Mayer’s typology, especially at the level 

 
4 Mayer, p. 110. Permission for inclusion sought from the Studio International Foundation. 
5 Bohn, pp. 50-51. 
6 cf. Bowers, 1994. 
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of shaped and framed forms. The conceptual aspect of the writing, however, generates an 

initial ‘move’, or ‘design decision’.7 The initial move includes considerations on page size, 

closing or leaving open spatiotemporal directions and boundaries. The initial boundaries, 

set by page dimensions determine the evolving text direction and shape of the poem and 

allow subsequent counterpoints or space markers to act as interpolations for line breaks, 

pauses, indication of rhythmic devices, among other stylistic features.8 Despite these 

technical characteristics, text direction and dimensions are mostly determined through a 

reflective mental image of place and experience. An example of this can be seen in the highly 

stylised shark’s fin image in ‘Sandsharks’, which is the main inspiration for the poem, based 

on the fleeting image of shadows cast at sunset in wet sand.9 In turn the theme was further 

inspired by the coded shark metaphor of Steven Hall’s The Raw Shark Texts and its 

antagonist Mycroft Ward, whose shaped-text data shark attacks the ship of paper and 

documents protagonists Eric Sanderson, Scout and Dr. Trey Fidorous are navigating 

through the sea of data in the underground urban ‘unspace’ beneath Deansgate in 

Manchester.10 Ward’s name is an adaptation of Microsoft Word in a visual poetic novel, as 

parable for the all-consuming and imperial nature of digital data. This is seen in my own 

poem in the final lines as a commentary on the encroaching environmental impact of data, 

just as rusted industrial debris can be found in the sand dunes, so will digital debris in the 

future: ‘sandsharks cruise under troughs of raw data / westbound consumption / exacting as 

code’.11 

The majority of my own poems are shaped, as described in Mayer’s typology, but 

can be further categorised in the features they use. In order to fully define a typology of 

form, a reader would need to know much more about the objects, themes and design 

decisions that are included in each poem. Without this the combined aesthetic and thematic 

appreciation of readership is more limited. However, the categories and elements identified 

 
7 Matthew Frederick, 101 Things I Learned in Architecture School (Cambridge: The MIT Press, 
2007), p. 41.  
8 Frederick, p. 37. 
9 See above, Vol 1, p. 35 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/sandsharks.html>  
10 Steven Hall, The Raw Shark Texts (Edinburgh: Canongate, 2007) 
11 See above, Vol 1, p. 35 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/sandsharks.html> 
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in Tables 1 and 2, below, provide a detailed typological description of the identifiable design 

characteristics representative of sensory, metaphysical and physical aspects of visualising 

and representing trace (Table 1) and textual elements of visualising and representing trace 

(Table 2).  

While the typology offers a descriptive vocabulary for identifying the component 

parts of a visual poem, I do not claim this to be an exhaustive list as there are many 

possibilities in poietic intermedial practice for creating extended or new ways of working 

with, or describing, visual texts. It works with representations of the traces that are reputed 

to be there, or can be sensed, in a specific location or context, as well as those that are 

directly identifiable. In each case they can be captured and framed in an arrangement of text, 

colours, shapes and images, that begins to relate to the impressions of self and others. The 

framing of the typology is ultimately inspired by and adapted from Mayer’s typology and 

Fredson Bowers’s Principles of Bibliographical Description, in which all parts of a document 

can be named and classified in genre defining terms.12 The examples provided are based on 

the elements of my own poems and include aspects of all sixty poems in the ‘Landwriting’ 

collections. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 
12 Bowers, 1994. 
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Sensory, cultural, metaphysical and physical elements of trace in the ‘Landwriting’ collections 
Each poem is made of a combination of elements in Table 1 and Table 2. The majority of poems include at 
least one element from each category in both tables, but sometimes more. 
1  
+/- ò 

Referent a) Object 
b) Aspect 
c) Scene 

a) Whole object image, e.g., mountain depicted 
in ‘Nine Stone Bards’.13 

b) Smaller aspect of whole, e.g., scarred asemic 
markings on rocks in ‘Y Llethr’.14 

c) Scene combining multiple aspects or objects, 
e.g., stylised image of plane crash in ‘The ’43 
change in the seasons I read’.15 

2  
+/- ô 

Representation a) Positive 
b) Negative 

a) Literal or suggestive image, e.g., stone circle 
in ‘Kistvaen’.16 

b) Use of blank space to depict image, e.g., 
outline of walk in ‘Covenant Stones’.17 

3  
+/- ô 

Perspective a) Individual 
b) Multiple 

a) Use of single image representation, e.g., 
approach of galloping horse in ‘Night of the 
Horse’.18 

b) Use of multiple image representation, e.g., 
different locations in ‘Sancti-Spiritus’.19 

4  
+/- ô 

Characteristics of 
landscape, place 
and event 

a) Location 
b) Event 
c) History 
d) Contemporary 
e) Belief 
f) Myth 
g) Responsive 

 

a) Representation of specific location, e.g., stone 
circle in ‘Eglwys Gwyddelod (Church of the 
Irish)’.20 

b) Representation of actions of event, e.g., 
human tower competition in Catalonia in ‘A 
small death of words’.21 

c) Inclusion of historical or historiographical 
detail or information, e.g., assumed 
historiographical aspects of the departure of 
the Moors from Andalucía in ‘El suspiro del 
Moro’.22 

d) Inclusion of contemporary events or contrast 
with historical events, e.g., the contemporary 
realisation in ‘El suspiro del Moro’ that the so-
called historical events may actually be 

 
13 See above, Vol. 1, p. 27 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/ninestonebards.html>  
14 See above, Vol. 1, p. 40 and <https://users.aber.ac.uk/jpm/phd/landwriting/yllethr.html>  
15 See above, Vol. 1, p. 28 and <https://users.aber.ac.uk/jpm/phd/landwriting/43change.html>  
16 See above, Vol. 1, p. 30 and <https://users.aber.ac.uk/jpm/phd/landwriting/kistvaen.html>  
17 See above, Vol. 1, p. 36 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/covenantstones.html>  
18 See above, Vol. 1. p. 15 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/horse/nightofthehorse.html>  
19 See above, Vol. 1, p. 4 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/sanctispiritus.html>  
20 See above, Vol. 1. p. 23 and <https://users.aber.ac.uk/jpm/phd/landwriting/eglwys.html>  
21 See above, Vol. 1. p. 47 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/smalldeath.html>  
22 See above, Vol. 1. p. 45 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/suspiro.html>  
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historiographical. 
e) Inclusion of spiritual, ritual or religious belief, 

e.g., ritual return of a departed spirit to the 
home in ‘House spirit’.23 

f) Inclusion of mythological aspects, e.g., 
inclusion of characters and events from the 
Mabinogion in ‘Chevaux de frise’.24 

g) Image created by response to source text or 
prompt, e.g., water bubbles in ‘Origins’.25 

5 
+/- ô 

Experience a) Lived 
b) Received 
c) Imagined 

a) Events actually experienced as prompts for 
writing, e.g., landscape features experienced 
in ‘A Mile of Rhinog Fawr’.26 

b) Events received through reading or other 
forms of transmission, e.g., the 1815 eruption 
of Mt. Tambora as the event that triggered 
the lightning strikes which inspired Mary 
Shelley’s Frankenstein, published in 1818, in 
‘Not without newsprint’.27 

c) Events imagined through the use of a prompt, 
e.g., the continuation of a 10th century Sufi 
aphorism imagined in the voice of the 
narrator, al-Junaid, in ‘The colour of water’.28  

6 
+/- ô 

Temporality a) Moment of action 
b) Moment of reflection 
c) Duration of action 
d) Duration of reflection 
e) Memory 

a) Capturing instances as they happen, e.g., the 
single event of van wheels stuck in cemetery 
mud in ‘Na ma pa ta’.29 

b) Thoughts on events or actions leading to 
depicted present moment, e.g., ritual and 
spiritual beliefs and how they relate to 
indicative object in ‘Hoon payon’.30 

c) Representation of length of time through 
theme, e.g., ‘Along the spine of Gilgamesh’.31 

d) Representation of non-linear time through 
assumed thought processes, e.g., reflections 

 
23 See above, Vol. 1. p. 58 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/housespirit.html>  
24 See above, Vol. 1. p. 38 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/chevauxdefrise.html>  
25 See above, Vol. 1. p. 14 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/origins.html>  
26 See above, Vol. 1. p. 26 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/rhinogfawr.html#start>  
27 See above, Vol. 1. pp. 9-10, <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/notwithout/newsprint_eng-gr.html> and <https://users.aber.ac.uk/jpm/phd/place-
still-imagined/notwithout/newsprint_gr-eng.html>  
28 See above, Vol. 1, p. 44 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/colourofwater.html>  
29 See above, Vol. 1. p. 67 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/namapata.html>  
30 See above, Vol. 1. p. 68 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/hoonpayon.html>  
31 See above, Vol. 1. p. 13 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/gilgamesh.html>  
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on living with Alzheimer’s in ‘Letters from 
places that forgot to exist’.32 

e) Representation of memory through 
recollection or framing of life events, e.g., 
reflections on the collapse of time, self and 
identity caused by Alzheimer’s disease in 
‘Dagesh’.33 

7 
+/- ô 

Spatiality  
and movement 

a) Immanent 
b) Implied 
c) Directional 

a) Unmoving objects as part of landscape or 
environment, e.g., unexploded ordnance 
depicted by forward slashes and hyphens in 
‘Each field an instant haiku’.34 

b) Suggested aspects of spatiality or movement 
through layout of image properties, e.g., 
aeroplane propeller in ‘The non-window 
window seat’.35 

c) Depiction of moving in specific directions, e.g., 
ebb and flow of tide in ‘Playa de los 
Muertos’.36 

 
Table 1: Typology of Sensory Elements in Intermedial Writing 

 
  

 
32 See above, Vol. 1. p. 18 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/lettersfromplaces.html>  
33 See above, Vol. 1. p. 17 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/dagesh.html>  
34 See above, Vol. 1. p. 66 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/instanthaiku.html>  
35 See above, Vol. 1. p. 60 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/nonwindow.html>  
36 See above, Vol. 1. p. 46 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/losmuertos.html>  
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Textual elements of trace in the ‘Landwriting’ collections 
Each poem is made of a combination of elements in Table 1 and Table 2. The majority of poems include at 
least one element from each category in both tables, but sometimes more. 
8  
+/- ô 

Dimension a) Shaped 
b) Image-framed 
c) Template 

a) Text-image creates shape of referent, e.g., 
depiction of dammed river in ‘Impending 
storm’.37 

b) Text bordered, constrained or aligned through 
use of bounding background image acting as 
frame, e.g., ‘Altar of leaves’.38 

c) Text attached to the path of an externally 
sourced line drawn shape, e.g., the Islamic tile 
pattern of ‘On the edge of the stream’.39 40 

9  
+/- ô 

Textons and 
blocks 

a) Open 
b) Closed 
c) Move 
d) Counterpoint 
e) Repetitive 
f) Circular 
g) Curved 

a) Text blocks open to flow and shape of poem, 
e.g., right hand blue, purple and brown river 
text in ‘Along the spine of Gilgamesh’.41 

b) Text blocks bounded within main text of 
poem, e.g., first tablet included in final stage 
of ‘Along the spine of Gilgamesh’.42 

c) Main flow of text centred on appositional or 
oppositional sequencing of textons, e.g., ‘Each 
field an instant haiku’ (appositional) and ‘Take 
the Witches’ Path out’ (oppositional).43 44  

d) Main flow of text juxtaposed with open or 
closed counterpoints, e.g., main text of  
‘Broken LI-ne’.45 
Open or closed text blocks within moves of 
the text, e.g., open inner text blocks of 
‘Broken LI-ne’ and closed inner text blocks of 
‘Somnambulucide’. 46 47 

 
37 See above, Vol. 1, p. 64 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/impendingstorm.html>  
38 See above, Vol. 1, p. 55 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/altarofleaves.html>  
39 Eric Broug, Islamic Geometric Patterns (London: Thames and Hudson, 2016), pp. 58-61. 
40 See above, Vol. 1, p. 57 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/edgeofthestream.html>  
41 See above, Vol. 1, p. 13 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/gilgamesh.html>  
42 See above, Vol. 1, p. 13 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/gilgamesh.html>  
43 See above, Vol. 1, p. 66 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/instanthaiku.html>  
44 See above, Vol. 1, p. 52 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/witchespath.html>  
45 See above, Vol. 1, p. 5 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/brokenline.html>  
46 See above, Vol. 1, p. 5 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/brokenline.html>  
47 See above, Vol. 1, p. 6 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/somnambulucide.html>  
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e) Use of repeated lines, verbatim or edited, 
e.g., ‘From a stolen voice at Holatyn’.48 

f) Text set on design feature (e.g., Bezier curve) 
circular paths, e.g., ‘Address with no location’ 
‘Fae the bells of Canigó’.49 50  

g) Text set on non-circular curved paths, e.g., 
‘Yan lipao’.51  

10  
+/- ô 

Directionality a) Left to right 
b) Reversible 
c) Top to bottom 
d) Bottom to top 
e) Centre-to-margins 
f) Margins-to-centre 
g) Radiating 
h) Angular 
i) Intersectional 

a) Text reads from left to right, e.g., ‘Þéotan’.52 
b) Text written to read in either direction, e.g., 

‘The sylphlike ghost of Marian Gray’.53 
c) Text written as a vertically descending 

sequence, e.g., ‘Ararat’s gaze’.54 
d) Text written as a walk, where the first steps 

are at the bottom of the page, e.g., ‘The Miles 
of Aran Fawddwy’ (climb view).55 

e) Text written to be read from the middle of the 
page outwards, e.g., title and tarot sequence 
followed by stanzas of ‘Take the Witches’ Path 
out’.56 

f) Circular text to be read from outer margins 
inwards, e.g., ‘Contemplating release in the 
spirit lives of dogs’.57 

g) Textons set in a radiating spiral, e.g., ‘In the 
Lone Frog Snows of Rhobell Fawr’.58 

h) Text follows an angular path by template or 
by design, e.g., template used in ‘Floral 
blue’.5960 

i) Textons cross over each other, e.g., 
‘Papirología’.61 

 
48 See above, Vol. 1, p. 16 and <http://users.aber.ac.uk/jpm/phd/place-still-
imagined/stolenvoice.html>  
49 See above, Vol. 1, p. 43 and <http://users.aber.ac.uk/jpm/phd/colour-of-
water/address.html>  
50 See above, Vol. 1. p. 48 and <http://users.aber.ac.uk/jpm/phd/colour-of-
water/faethebells.html>  
51 See above, Vol. 1, p. 62 and >http://users.aber.ac.uk/jpm/phd/altar-of-
leaves/yanlipao.html#yan>  
52 See above, Vol. 1, p. 21 and <http://users.aber.ac.uk/jpm/phd/landwriting/Þéotan.html>  
53 See above, Vol. 1, p. 41 and 
<http://users.aber.ac.uk/jpm/phd/landwriting/mariangray.html>  
54 See above, Vol. 1, p. 56 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/araratsgaze.html>  
55 See above, Vol. 1, p. 24 and <https://users.aber.ac.uk/jpm/phd/landwriting/aran-
climb.html#footofthehill>  
56 See above, Vol. 1, p. 52 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/witchespath.html>  
57 See above, Vol. 1, p. 61 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/spiritsofdogs.html#start> 
58 See above, Vol. 1, p. 29 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/lonefrogsnows.html#start>  
59 Broug, pp. 46-48. 
60 See above, Vol. 1, p. 59 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/floralblue.html>  
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11 
+/- ô 

Linearity a) Linear 
b) Non-linear 
c) Interlinear  
d) Interpolated 
e) Guided 
f) Unguided 

a) Text reads in an appositional manner, from 
left to right and vertically downwards without 
stylised options for alternative reading 
sequences, e.g., direct progression through 
‘Cairn 688 ‘Level (disused)’’.62 

b) Text may be read in multiple, oppositional 
sequences facilitated by independent, 
movable textons, e.g., ‘On Hawk’s Bare Hill’.63 

c) Text is stylistically arranged to allow for 
multiple, uninterrupted oppositional readings, 
e.g., evocation of trace features of shifting 
Saharan sand dunes and paths in ‘By the pen 
and what it inscribes’.64    

d) Textons arranged to facilitate or provoke 
reading in non-linear oppositional sequences, 
e.g., the double-glazed installation version of 
‘Something, somewhere, inverse we 
Behold’.65 

e) Coded interpolation points that suggest 
appositional sequence of reading, e.g., colour 
coded full stops in the same colour as the 
following stanza in ‘On Gwilym’s Cairn’.66 

f) Choice of oppositional reading sequence left 
open to the reader’s choice, e.g., repeating 
lines representative of fevered breathing 
patterns brought on by illness, controlled by 
conflict of spirit interests in ‘Than Yu Dai 
Moh’.67 

12 
+/- ô 

Characteristics of 
script 

a) Characteristic properties 
of font 

b) Characteristic properties 
of colour 

c) Size 
d) Image-aligned 

a) Font chosen as visually representative of 
overall characteristics of referent, e.g., the 
angular cairns of Pumlumon Arwystli in 
‘Hafren stone’.68 

b) Font colours chosen across script from specific 
landscape features, e.g., tidal sand markings, 
water and rusted industrial debris in 
‘Sandsharks’.69 

c) Font sizes chosen across script as 

 
61 See above, Vol. 1, p. 49 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/papirologia.html>  
62 See above, Vol. 1, p. 31 and <https://users.aber.ac.uk/jpm/phd/landwriting/cairn688.html>  
63 See above, Vol. 1, p. 33 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/hawksbarehill.html>  
64 See above, Vol. 1, p. 53 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/bythepen.html>  
65 See above, Vol. 1, pp. 2-3 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/something.html>, <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/somethingglass.html> 
66 See above, Vol. 1, p. 37 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/gwilymscairn.html>  
67 See above, Vol. 1. p. 65 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/thanyudaimoh.html>  
68 See above, Vol. 1, p. 34 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/hafrenstone.html>  
69 See above, Vol. 1, p. 35 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/sandsharks.html>  



 41 

representative of characteristics of referent, 
e.g., changing font sizes to give impression of 
flattened and straightened features of 
macrocoelia expansa lamp shell fossil in ‘The 
fossil will find me’.70 

d) Alignment of script features as indicative of 
referent, e.g., depiction of spiral mountain 
path in ‘Camí de la Ximineia’.71 

13 
+/- ô 

Positioning of 
individual 
characters and 
combination of 
characters in 
larger sequence 

a) Geometric 
b) Distorted 
c) Abstracted 
d) Text-wrapped 
e) Voice-marked 
f) Image-sequenced 

a) Shaped characters or text blocks used for 
specific effect, e.g., circular representation of 
wild flowers with healing properties in ‘The 
rumour of hawkweed yet to be found’.72 

b) Manipulation of characters in sequence to 
represent aspects of referent, e.g., flow of 
water and high cliff cave in ‘Mangkorn hua’.73 

c) Characters abstracted to figurative shape of 
referent, not identifiable on its own as a 
specific object, e.g., the limestone fairy 
chimneys of Les Orgues in Ille-sur-Têt, France, 
in ‘Hoodoo chimneys’.74 

d) Characters and sequence used in the 
counterpoint text are aligned as part of the 
main moves and flow, e.g., red anagram and 
phonetic text in ‘Seven Voices // Pluie 
d’Automne’.75 

e) Choice of different font or features to indicate 
voice, emotions and other subjective 
impressions, e.g., use of superscript, subscript 
and struck through text to mark personal 
identity (pronouns), actions (verbs) and 
descriptions (adjectives, adverbs) in ‘Odpor / 
Resistenza / Resistance’.76 

f) Series of images guiding layout and reading of 
characters and sequence, e.g., use of sign 
images to direct flow of text in ‘Sancti-
Spiritus’.77 

 
70 See above, Vol. 1, p. 32 and <https://users.aber.ac.uk/jpm/phd/landwriting/fossil.html>  
71 See above, Vol. 1, p. 51 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/camidlx.html>  
72 See above, Vol. 1, p. 39 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/hawkweed.html>  
73 See above, Vol. 1, p. 63 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/mangkornhua.html>  
74 See above, Vol. 1, p. 50 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/hoodoochimneys.html>  
75 See above, Vol. 1, pp. 7-8, <https://users.aber.ac.uk/jpm/phd/place-still-imagined/closeup-
seven/sevenepta_eng-gr.html> and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/closeup-seven/eptaseven_gr-eng.html>  
76 See above, Vol. 1. p. 19 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/resistance.html>  
77 See above, Vol. 1. p. 4 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/sanctispiritus.html>  
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14 
+/- ñ 

Word and phrase 
identification 

a) Orthographic 
b) Negative erasure 
c) Positive erasure 
d) Alternating erasure 
e) Resequenced 
f) Font varied 

a) Text reads in sequence, despite flow around 
or through image, e.g., ‘In Selyf’s Brush’.78 

b) Words with significant implications are 
removed from text sequence to be assumed, 
guessed or later revealed, e.g., removal of 
‘my’ as self and identity in living with 
Alzheimer’s disease in ‘Dagesh’.79  

c) Words or characters are colour marked to 
create new word sequences towards 
alternative readings as list poems, e.g., words 
marked in ‘Fae the bells of Canigó’ as derived 
from Josep Subirach’s cryptogram on the 
death age of Jesus in the Sagrada Familia in 
Barcelona.80 

d) Words or characters have alternative 
sequences, indicated in parentheses, which 
provide alternative readings, e.g., the play on 
the original ambiguously heard ‘quiet’ or 
‘quite’ in ‘Aisle 19 Southeastern Anatolia’.81 

e) Original sequence of text is repeated within 
the poem in a different sequence or 
arrangement, e.g., second stage removal of 
erasure, indicating variable memory patterns 
of living with Alzheimer’s disease in ‘Letters 
from places that forgot to exist’.82 

f) Text can be read in varying sequences, either 
orthographically across different fonts, or 
sequentially in font sequences, e.g., the five 
main readings of ‘Searching a lost word in 
Inuit’ about life in Greenland, as response to 
an artist’s book.83 

 
Table 2: Typology of Textual Elements in Intermedial Writing 

 

2.2 Locating the Poetic within the Poietic 

In defining poietic practices and locating the poetic within the poietic, a useful definition is 

offered via Nattiez, who cites Étienne Gilson as identifying three key stages: ‘(1) 

deliberations on what must be done to produce the object; (2) operations upon external 

materials; (3) the production of the work’.84 The process itself, as Nattiez argues, may be 

 
78 See above, Vol. 1. p. 22 and <https://users.aber.ac.uk/jpm/phd/landwriting/selyf.html>  
79 See above, Vol. 1. p. 17 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/dagesh.html>  
80 See above, Vol. 1. p. 48 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/faethebells.html>  
81 See above, Vol. 1. p. 12 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/aisle19.html>  
82 See above, Vol. 1. p. 18 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/lettersfromplaces.html>  
83 See above, Vol. 1. p. 11 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/inuit.html>  
84 Étienne Gilson, Introduction aux arts du beau (Paris: Vrin, 1963), in Nattiez, pp. 12-13. 
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devoid of intended meaning, but results in a ‘symbolic form’, where the actions involved 

can describe something of the traces of the location, or events depicted in poetic form.  

 Considering Gilson’s stages, it is possible through the typology in Tables 1 and 2 

(above) to identify up to 14 or more identified elements in each of the poems in Creative 

Collections 1-4. They are present in the typographic and visual production of the work; they 

build on the operations needed to bring typographic and visual elements together; and they 

inform the thought processes that initiate the writing process underneath the beginnings of 

the poietic deliberations. The combination of elements from the typology, which informs the 

production of ‘Sancti-Spiritus’, for example, is listed below. 

 

 1c Scene combining multiple aspects of different locations captured in images. 

 2a Positive representation of literal images. 

3b Multiple perspectives of different locations, which have a strong signifying 

unity of road trip iconography. 

4a Representation of specific locations in creating the conditions for the 

beginnings of poietic deliberations. 

5a Reflection on lived experience. 

6c Duration of action on drive from Lisbon to Santander. 

7c Directional movement following sign image arrows from highway to rest 

stop and back to highway. 

8b Image-framed dimensions aligned through use of sign-images. 

9a Textons open to movement through places and spatial use of blank space 

around the text to indicate sparseness of landscape and underlying 

inspirations. 

10a Left to right text guided by sign-image arrows. 

11a Linear, appositional sequence for reading without specific optionalities. 

12d Text aligned directly with images. 

13f Image sequence constrains layout within the text. 

14a Orthographic reading sequence. 
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In terms of the underlying themes that led to the writing and deliberations on 

production, ‘Sancti-Spiritus’ was conceived to a backdrop of REM’s ‘Losing My Religion’, 

‘Man on the Moon’ and other songs, during a ten-hour drive from Lisbon to Santander. The 

songs were highly evocative of the barren landscape and introspective thoughts depicted in 

the poem.85 Starting with the motorway exit sign for Sancti-Spiritus, close to Valladolid in 

northern Spain, the divergent arrows for the continuing journey and the exit set the 

spatiotemporal direction lines for entering the text of the poem. The theme develops 

through a further series of signs that tell of the impressions of desolation and faith, up to the 

point of entering Valladolid Province. This appears as the last in a series of film-like images 

as a sudden knowing and ability to relate to the deeper tensions between spirituality and 

physicality. During the journey the filmic impression intensifies through the ‘Hotel / 

Gasolinera’ location, which is highly reminiscent of the fictional film-setting of Percy 

Adlon’s Bagdad Café, itself set in the Mojave Desert in California.86 The text follows the 

direction arrows indicated in the pictograms into Sancti-Spiritus and outwards from La 

Loba truck stop (Hotel / Gasolinera). 

The ‘operations upon external materials’ involved image editing, followed by the 

actual typesetting. The third level, or ‘production of the work’ then takes in the typological 

considerations, which are chosen through the combination of text and image within the 

chosen design programme; in this case Microsoft Word. Sancti-Spiritus was one of only two 

in the collections that used this programme, the other being the original text version of 

‘Something, somewhere, inverse we Behold’.87 The production includes further deliberations 

for the processing of the final image at resolution levels suitable for online viewing, along 

with the placement of the visual poem in a collection and sequence of hyperlinked web 

pages.88  

 

 

 
 

85 See above, Vol.1, p. 4 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/sanctispiritus.html> 
86 Percy Adlon, dir. Bagdad Café (Island Pictures, 1987) 
87 See above, Vol. 1, p. 2 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/something.html>  
88 Gilson, in Nattiez, pp. 12-13. 
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2.3 Poietic Intermedia 

Any work of art or text that is printed or presented in a visual format, to some extent draws 

on a range of different media and tools in the construction of its physical object materiality, 

e.g., paper, ink, binding, paints, canvas. These are considered traditional elements of what 

Jens Schröter calls ‘monomedia’ outputs.89 In other words, these are elements that are 

expected to appear together, for which there are established ways of seeing, thinking, 

describing and analysing. 

An intermedial work draws from across different monomedia practices and outputs, 

to combine elements of text, photography, painting, programmed computing, among others, 

in what Schröter has termed ‘synthetic intermedia’, based on the definition in Dick Higgins’ 

earlier work.90 91 Higgins offers an extensive account of intermedia, where he identifies it as 

‘fusions… that… fall conceptually between established or traditional media’. In the same 

statement, Higgins goes further to ‘locate concrete and visual poetries’ between ‘visual art 

and literature’.92 His main argument is that intermedia goes beyond the boundaries of mixed 

media, with which it is often confused. Mixed media is defined as a collection of established 

forms, where the discrete elements may be combined in an orchestrated or choreographed 

way, but which remain as separate elements in the composition. Higgins gives the example 

of opera and the ways its musical score, performance, text, mise en scène and other elements, 

come together to produce and perform the operatic experience.93 

Intermedia, on the other hand, fuses aspects of elements, which may be digitally or 

physically altered, or merged, in some way to accommodate the properties of the others. 

This may take place, for example, through the editing of photographic images, extraction of 

colour values, application of colour values to text and backgrounds, among other 

manipulations. These actions draw on influences and inspirations of cultural, metaphysical 

and sensory elements that help to shape and embed the sensory and physical aspects of 

trace in relation to the textual elements in the creation of a material intermedial object. The 

 
89 Jens Schröter, ‘Four Models of Intermediality’, in Bernd Herzogenrath (ed.) Travels in 
Intermedia[lity]: ReBlurring the Boundaries (Hanover: Dartmouth College Press, 2012), p. 16. 
90 Schröter, p. 16. 
91 Dick Higgins, Horizons (UBU Editions: <https://ubu-
mirror.ch/ubu/pdf/higgins_horizons.pdf>, 2007) [Accessed 30/6/2022] 
92 Higgins, 2007, pp. 18-19. 
93 Higgins, 2007, p. 28. 
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object in my visual poems now appears as a single image or object representation of the 

referent or scene of the referent. This corresponds with Gomringer’s definition of 

‘constellation’ as being able to focus on the more singular elements of referent, or the wider 

whole as scene of the referent.94  

Higgins states that ‘many of the interesting works of the avant-garde are intermedial 

and allow for fusions on a nonpyschological plane’.95 In other words, what can be conceived, 

imagined or felt through psychological or sensory experience, can to some extent be 

visualised in an intermedial work. The events of the first of the two initial formative poems 

in my Creative Collections, ‘Something, somewhere, inverse we Behold’, took place just a 

few days before Sancti-Spiritus, off the coast of Odeceixe in the western Algarve, Portugal 

(See Chapter 4 for further discussion the poem as it relates to post-critical reading).96  

In itself, the poem was not conceived or influenced with Mallarmé’s ‘Un Coup de 

Des’ in mind, however, it does reflect a more three-dimensional intermedial aspect of a text 

set at, or in the sea, in a similar visual semantic vein to Mallarmé’s poem. The original text 

version of ‘Something, somewhere, inverse we Behold’ was set in Microsoft Word. The 

elements from the typology include 1c – scene of referent; 2a – positive representation; 3b – 

multiple perspective; 4b – event; 5a – lived experience; 6c – duration of action; 7c – 

directional movement; 8a – shaped dimension; 9a – open textons; 10a – left to right text 

direction; 11d – interpolated text; 12d – image aligned text; 13a – geometric character 

sequence; 14f – font varied phrase identification. 

The double-glazed acrylic glass installation of the poem was conceived and 

constructed over the following seven months after the development of the original text-

image version. It was a much larger project in terms of deliberations, operations and 

production. The poem itself is inspired by Fernando Pessoa’s poem ‘Tormenta / Storm’.97  

 

 
94 Gomringer 
95 Higgins, 2007, pp. 19-20. 
96 See above, Vol.1, pp. 2-3 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/something.html> / <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/somethingglass.html>  
97 Fernando Pessoa, O Mar Sem Fim: Poemas de Mensagem / The Boundless Sea: Poems from 
Mensagem, 2nd edn. (Lisbon: Instituto Português do Património Arquitectónico / Mosteiro dos 
Jerónimos, 2006), pp. 52-53. 
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What lies in the undersea abyss, struggling to arise? 

We, Portugal, the latency of being.  

What disquiet of the deep lifts us slowly up?  

The yearning to be able to desire. 

This and the mystery in the panoply of night… 

But then a sudden wind comes roaring, 

There’s a flash, God’s beacon, a whirlpool 

Lighting up, and the dark sea pounds.  

 

The connection with the storm-laden sea in Pessoa’s poem is a reflection on lived 

experience of two people, struggling hand-in-hand, to escape a violent riptide at the mouth 

of the Odeceixe River as it emerges on the beach at Odeceixe. In each stabilising foothold in 

the sea bed between the relentless breaking of waves, lies the textual movement of the poem 

that captures the countless rapid thoughts of survival at all costs. The multiple identities and 

pseudonyms of Fernando Pessoa served as a catalyst for the idea of the ever-changing 

waves visualised through the text interpolations. It was written and spatialized through a 

series of conjunctive zero signs, where ‘linguistic transition’, such as articles and 

prepositions, is deliberately avoided between lines (see 4.2 for further discussion).98 

Interpolations allow for alternation between lines and phrases in the poem, set around blank 

spaces, where text has been grammatically adjusted to allow for any sequence of reading. 

Interpolations are also signified by text colour changes in the poem and, especially in 

the installation version, by proximity of similarly structured, overlaid columns, stanzas and 

lines. The main conjunctive zero function is centred upon the first transition or inversion 

point in each line, approximately a third of the way across from the left side of the image. 

This has been deliberately set as an effective white space river, created by a series of 

sequential text breaks, on which a large number of transitions may hinge. As a sensory and 

psycho-geographical intermedial element this recreates the rapid flow of the Odeceixe River 

into the Atlantic Ocean, the physical force underpinning the riptide. The fast overlap of 

outgoing river against incoming tide is visualised in the text by the multiple transitions and 

 
98 Roberta Kevelson, Inlaws/Outlaws. A Semiotics of Systemic Interaction: ‘Robin Hood’ and the 
‘King’s Law’ (Bloomington: Indiana University, 1977), p. 57. 
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inversions, that from a distance—like the sea—look relatively static and secure, but on closer 

proximity have caused the majority of readers who have engaged with the text so far, to 

physically move in order to gain different views of the text, as they would in the sea, 

seemingly not by their own volition. As the narrative events of my own poem unfold and 

overlap, its resolution and dénouement relocate to the streets of Lisbon, finally beginning to 

empathise with the powerful feeling of saudade, the uniquely Portuguese characteristic of 

‘longing’ in Fado music, derived from poverty and, in particular the lament of seafarers 

absent or lost.99  

The poietic deliberations and operations overlapped in the making of this 

installation. It firstly involved the typesetting of a prototype, using printed A4 overhead 

transparencies on an actual double-glazed window pane to identify whether the idea was 

actually workable, before going to the considerable expense of sourcing specialist image-

printing and building materials. After this, the typesetting was done at actual A1 size in 

Adobe Photoshop. The printing itself was carried out by a commercial photographic 

company in Berlin, on advice from the local branch of a chain of prominent retail 

photography outlets in the UK, who claimed to send their own specialist image printing 

requirements to Germany. On receipt of the actual acrylic glass prints, I built the wooden 

frame and fluorescent light diffusers around the glass prints and installed the fluorescent 

furniture lights. The resulting installation was presented and displayed at the E-Poetry 

Festival at Kingston University, London, in 2013 (see Chapter 4 for further discussion of 

visual voice and reader’s remixed version and response to the poem).100  

 

2.4 The Evolving Elements of Visual Style 

The first of my Creative Collections, ‘The place still imagined and new’ includes a series of 

experimental individual pieces that do not cohere to a single theme. A number of pieces 

were those I wrote for publication in the poetry journal, A) GLIMPSE) OF), based in Athens, 

Greece. The first of these, ‘Somnambulucide’, was commissioned by Dimitra Ioannou, the 

 
99 EBAHL/Casa do Fado e da Guitarra Portuguesa, Roteiro de Fado de Lisboa / Lisbon Fado’s 
Guide (Lisboa/Lisbon: Câmara Municipal de Lisboa, Pelouro de Reabilitação Urbano, 2001), 
pp. 27-28. 
100 E-Poetry, ‘E-Poetry Festival’ (17-20 June 2013) Kingston University, 
<http://writing.upenn.edu/epc/e-poetry/2013/> [accessed 10 June 2021] 
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editor of A) GLIMPSE) OF).101 It was included in the gallery opening of Paper A) GLIMPSE) 

OF) 01, as an additional text, post-publication, that had not appeared in the journal.102 The 

visual style of ‘Somnambulucide’ was based on earlier work I had done with the 

visualisation of my own song lyrics, where I had counterpointed the main verse text with 

closed text blocks for choruses and other lyric features adjacent to the main moves of the 

song structures.103 The visual lyrics made extensive use of distorted letters and dislocated 

words, expanding width and height of characters to fit available space. I used this style by 

extension in a number of poems in the first collection, ‘The place still imagined and new’, 

which formed a transition between earlier and current practices.  

After submission of ‘Broken LI-ne’ to A) GLIMPSE) OF) as an example of visual style, 

I was invited to submit a completely new poem for the gallery opening.104 105 The editorial 

brief for this only stated that it needed to be an intertextual poetic response to the Kathy 

Acker source text chosen for the journal, an extract from her short story ‘Lust/A Sailor’s 

Slight Identity’, which would respond to identified link-words between the story and the 

responding poem. 

  

Dead time. A few not only leafless, but almost branchless trees stand in front of 

water which might be stone. Three large swans step out of the stone, shake 

themselves off, raise themselves up, living malignant monsters, as beautiful as the 

dying trees. They’re looking for food which doesn’t exist. The soil in front of them 

 
101 See above, Vol.1, p. 6 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/somnambulucide.html>  
102 Dimitra Ioannou (ed.) Paper A) GLIMPSE) OF) 01: Now I Tell This Story the Way I Dream 
<https://issuu.com/aglimpseof/docs/aglimpseof_01> (Athens: http://www.aglimpseof.net, 
2013a) 
103 John Morgan, ‘Howling Blue Dog’ (2013a) 
<https://users.aber.ac.uk/jpm/visual/bluedog.htm> [Accessed 5 September 2019] 
104 See above, Vol.1, p. 5 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/brokenline.html>  
105 Dimitra Ioannou (ed.) ‘Presentation of Paper A) GLIMPSE) OF) 01’ [Online] 
<https://aglimpseof.net/presentation-of-the-paper-aglimpseof-01/> (Athens: 
<http://www.aglimpseof.net>, 2013b) 
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has been shoved and grooved into lumps by the feet of humans who no longer 

exist.106 

 

‘Somnambulucide’ used the link-words, ‘dead time’ and ‘feet’ to capture the lucid 

sleepwalking effect present in Acker’s narrative style and also as a metaphor for the 

economic crisis and occupation emerging in Greece at the time, where nobody was quite 

sure what the outcome for Greece’s long-term future would be. In the poem I used 

dislocated and distorted words, where the main conceptual move of the text was to fill all 

available space to create the effect of what Walter Tracy called ‘typographic agoraphobia’, 

the tendency to contract text into a closed space. In filling the space, or distorting the letters, 

the idea of typographic fit might be compromised, or may be ‘noticably poor in “fitting”’, 

compromising the typographer’s aim ‘to ensure that characters group themselves into 

words with the right amount of cohesion, but remain fully identifiable as individuals’.107 

‘Somnambulucide’ takes liberties with this principle, striking a balance between legibility, 

readability and the positioning of constraining counterpoints in the text, to juxtapose 

Acker’s mortality with the depth of social and personal anxieties felt during the public 

occupation of Athens.  

 ‘Somnambulucide’ invokes a kind of walking agoraphobia, or perhaps static 

claustrophobia, thematically and aesthetically reminiscent of House of Leaves, by Mark Z. 

Danielewski, which makes extensive use of closed text frames bounded by the main moves 

of text in the visualised sections of the book.108 Adam Thirlwell’s novel, Kapow, set in the 

Arab Spring uprising of 2010-2012, also narrates a series of tense, claustrophobic events with 

a text-in-text layout.109 Even without a detailed discussion of Danielewski’s and Thirlwell’s 

visual-historical influences, the level of choice implicit in both of these contemporary novels 

 
106 Extract from Kathy Acker, ‘Lust/A Sailor’s Slight Identity’, in Kathy Acker Papers, 1972-
1997 and Undated 
<https://archives.lib.duke.edu/catalog/acker_aspace_edc82b4f536bea88ad22d7feeb750bb1> 
[accessed 10 June 2021], reproduced in Dimitra Ioannou (ed.) Now I This Story the Way I 
Dream: Paper A) GLIMPSE) OF) 01 (Athens: A) GLIMPSE) OF), 2013), p. 28.  
107 Walter Tracy, ‘Typographic Agoraphobia’ Studio International 176, No.903 (1968), 115-117 
(p.115).  
108 Mark Z. Danielewski, House of Leaves, 2nd Edn. (New York: Pantheon Books, 2000). 
109 Adam Thirlwell, Kapow (London: Visual Editions, 2013).  
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draws important parallels with my own writing in the framing and shaping of alternative 

reading sequences, as exemplified below.  

The footnote to ‘Somnambulucide’ in the A) GLIMPSE) OF) page included my own 

commentary on the symbolic significance for the setting of the inner frame angles in the 

layout:  

 

The first red text block is set at 30 degrees from horizontal for 30th [November] when 

Kathy Acker died. The black is 330 degrees, so 30 [degrees] from horizontal again, 

but rolling away, while the final one is 36 [degrees] and falling away further.110  

 

The elements of ‘Somnambulucide’ identifiable from the typology include 1c – scene 

of referent; 2a – positive representation; 3b – multiple perspective; 4g – responsive text; 5c – 

imagined experience; 6b – moment of reflection; 7b – implied movement; 8a – shaped 

dimension; 9a & b– open and closed textons and blocks; 10a – left to right text direction; 11c 

– interlinear text; 12b – colours representative of typographic agoraphobia; 13d – distorted 

characters; 14f – font varied phrase identification. The layout suggests various possible 

scriptons that can be read frame by frame in a linear sequence.111 Alternatively, they can also 

be read as word and character patterns generating potential repetitive sound poems by 

spontaneous selective erasure. Such a reading that picks up individual words out of 

sequence and mixes them rhythmically with phrasings in sequence, might result in the 

following attenuated extract-as-alternative poem, as one of limitless possible readings.   

 

A body unspoken    

 Ill/oath/some deserted 

Ghosting subliminal dead time resolve 

Rose etched in op. inaccessible heart 

Weighting the pulse a reflection of verse 

Echoed a loneliness folds onto feet 

 
110 John Morgan, ‘Somnambulucide’, in ‘Presentation of Paper A) GLIMPSE) OF) 01’, ed. by 
Dimitra Ioannou (2013b) <https://aglimpseof.net/presentation-of-the-paper-aglimpseof-01/> 
[accessed 5 September 2019] 
111 Aarseth, p. 62. 
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Feet whose volition somnambulucide 

Maybe nothing inherits this occupied space 

Nothing this ever never needing at all 

Nothing unoccupied 

Occupied all 

Unoccupied nothing 

Nothing at all 

Misquote 

Misquote 

Misquote 

Mis 

 

 Beyond these early poems, the poem that marked the main transition between the 

use of closed text block counterpoints, towards wider variation of open textons and text 

blocks was ‘Along the Spine of Gilgamesh’.112 This was the first poem in which I used 

colours captured from photographs of landscape at the time of writing. The actual first 

poem in which I used landscape colours was ‘Not without newsprint’, but this used colours 

from my own photographs of Indonesian volcanoes from 1987.113 I had been encouraged to 

use a wider range of colours by leading London graphic designer, Fraser Muggeridge, in a 

portfolio review, acquired as a reward for supporting Visual Editions crowdfunding 

campaign for their visual interpretation of Miguel Cervantes Don Quixote (designed by 

Muggeridge).114 

 ‘Along the Spine of Gilgamesh’ was originally written while flying over south-

eastern Turkey, Iraq and the Gulf States to Dubai in 2014. The landscapes of the region were 

particularly evocative of Stephen Mitchell’s Gilgamesh.115 The distances and remoteness of 

the parched landscapes seemed to chart a parallel between the line ‘At four hundred miles 

 
112 See above, Vol.1, p. 13 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/gilgamesh.html>  
113 See above, Vol.1, pp. 9-10 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/notwithout/newsprint_eng-gr.html> / <https://users.aber.ac.uk/jpm/phd/place-
still-imagined/notwithout/newsprint_gr-eng.html>  
114 Miguel de Cervantes, Don Quixote (London: Visual Editions, 2015) 
115 Stephen Mitchell, Gilgamesh: A New English Version (London: Profile Books, 2004) 
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they stopped to eat, at a thousand miles they pitched their camp’, repeated four times on 

Gilgamesh and Enkidu’s journey to the Cedar Forest and twice on their return to Uruk.116  

The distance and repetition involved offered the immediate inspiration for writing ‘Along 

the Spine of Gilgamesh’ mid-flight, connecting the miles across the North Sea, Europe, 

south-eastern Turkey, Iraq and the Persian Gulf. The poem visualises the mountain chain 

alongside the flow of the River Tigris as the flight moves south towards the Gulf. The 

parallel blue counterpoint text to the main text of the poem, which follows the flow of the 

Tigris beside the mountains, loosely interprets the dream sequence in Gilgamesh, where 

Gilgamesh himself sleeps beside the lake where the elixir he and Enkidu had been searching 

for is stolen by the snake, thwarting Gilgamesh’s desire for immortality. The dried 

landscape imagines the mortality of Gilgamesh and Enkidu under layers of desert sands, 

closing on a note of the magnificent, yet self-destructive vanities at play in the world’s oldest 

written story. 

  

  

   

 

 
116 Mitchell, 2004, pp. 107, 109, 111, 113, 197, 198. 
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Chapter 3 

Sensory Aspects of Trace through Landscape, Place and Identity  

 

3.1 Landscape and Place 

In Chapter 2, the typology of sensory elements reflects ways in which I have been able to 

identify non-textual features of landscape, place, identity, experience and other factors. The 

sensory elements of the typology include referent, representation, perspective, 

characteristics and landscape, place and event, experience, temporality, spatiality and 

movement. Each element is primarily informed through my own engagement with 

landscape, place and identity and in Chapter 3, I will discuss definitions of landscape and 

place, visualisation of place and identity, approximation and extraction of colour and 

direction, and place names and identity towards a metaphorical conceptualisation of writing 

with the land. 

Landscape, as initially seen in the majority of my poems, is a depiction of a scene in 

and across a specific location. At this level, landscape itself is open to interpretation and it is 

not until some kind of ‘mediating influence’ of experience in the location, that locations 

within landscape become identifiable as place.1 It is ultimately this kind of personalised 

experience that leads to the ‘located writing’, that Harriet Tarlo suggests as emerging from 

‘intimate observation… and involvement with a particular place’.2 In many of my own 

poems, the traces of place and identity only became apparent on and after arrival, where 

mediating connections are being made, depending on greater or lesser familiarity. 

Awareness and appreciation of the cultural characteristics of implied meaning in a given 

location, as discussed in section 1.3, also provide a necessary link in understanding 

landscape beyond the ‘ideological veil’ among which we may explore the nuances of its 

‘texture’.3 At this point, Wylie suggests a textuality of landscape, which is an interesting 

metaphor with which to compare the unwritten and written traces of people and their 

experience as being central to a sense of place. If it can be said that landscape has been 

written, then perhaps it is written with its boundaries among roads, walls, fences: the 

 
1 John Wylie, John, Landscape (London: Routledge, 2007), p. 80. 
2 Harriet Tarlo, ed., The Ground Aslant: An Anthology of Radical Landscape Poetry (Exeter: 
Shearsman Books, 2011), p. 13. 
3 Wylie, p. 70. 
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designated machinery of its prescribed cultural geography, or position in a local, regional or 

national economy. In itself this suggests a level of ownership and perceived value beyond 

those who ascribe a more personal meaning and sense of belonging – the essence of a 

concept of place. There is the potential here to almost resist, or at least write back to the 

supposed authorship of landscape with new interpretations of writing in place or 

metaphorically writing with aspects of land and place. 

 Through the aspect of captured traces, whether ephemeral or tangible, there is a 

distinct potential for the creation of ‘semantic and sonic prominence’ between words and 

also through their ‘syntactic unatttachedness’.4 The sense of place may not only be generated 

by personal interpretations of people familiar with the place, but also by association with 

sounds and senses seen, heard or felt in place. Peter Howarth identifies Alice Oswald’s Dart 

as resonant with such characteristics through the onomatopoeic signification of water 

sounds embedded in her poem and the thought of the reader as an ‘acoustic resonator’ who 

is able to bring alive that sense of place.5 In writing ‘A Mile of Rhinog Fawr’, for example, I 

entered a landscape unknown to me, beyond the shared informal cultural concept of 

‘Rhinog miles’.6 Through the resonant onomatopoeic sounds of streams running beneath 

boulder strewn footpaths, I was able to frame the concept of ‘clepsydral chain’, referring to 

the sensation not unlike the socially created, psychogeographic non-measurement of Rhinog 

miles; of time measured by a series of subterranean water noises that become louder or 

quieter along different sections of the stream. What was initially an unfamiliar landscape has 

emerged as a place in my own experience along with my ability to write about that place 

with a sense of identity.  

 In terms of notions of landscape writing, which themselves are varied, Wylie has 

called for a ‘renewed sense of a need to develop newly critical and creative means of 

expressing relationships between biography, history, culture and landscape’. Wylie bases 

this on the idea of works that depict landscape and place ‘via performative and embodied 

 
4 Peter Howarth, ‘“Water’s Soliloquy”: Soundscape and Environment in Alice Oswald’s 
Dart’, in Neal Alexander and David Cooper, eds., Poetry and Geography: Space and Place in 
Post-War Poetry (Liverpool: Liverpool University Press, 2013), pp. 198-199. 
5 Alice Oswald, Dart (London: Faber and Faber, 2002) 
6 See above, Vol.1, p. 26 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/rhinogfawr.html#start> 
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conceptions of tactility, mobility and visuality’.7 This is precisely the focus of my own work, 

where the idea of walking or otherwise traversing places and landscapes is seen as a 

metaphorical aspect of what could be called a moving text. In Wylie’s terms landscape is not 

‘inert’ and as a matter of perspective ‘to landscape is… to do something’.8 My poems are in 

effect an active landscaping of places on the blank page, where the reader identifies with 

prominent and less prominent aspects of my own landscaping, depending on their own 

experience of each location or place. Through this association, the texts retain the potential 

of writing metaphorically with the place, or with aspects of the land itself. 

 

3.2 Visualisation of Place and Identity 

 ‘Along the Spine of Gilgamesh’ marked the transition between my first collection, ‘The 

place still imagined and new’ and my second collection, ‘Landwriting’. Carrying the use of 

geospatial imagery and dimension forwards, with the use of colour extracted from RGB 

values in photographs taken on location, ‘Landwriting’ became my first themed collection 

for visualising the traces of place and identity. While individual depictions of place through 

visual text imagery are subjective, the poems can be said to embody actual or metaphorical 

characteristics and similarities with the object or scene of a situated referent. An example of 

the difference between object and scene is the depiction of the ridge and the gulleys from 

Crib Goch to the summit of Snowdon in ‘Nine Stone Bards’ compared with the depiction of 

the 1943 military plane crash on Arenig Fawr in ‘The ’43 change in the seasons I read’.9 10  

The poems embody the depicted scene or event, through the use of sensory and 

synthetic intermedial elements captured at the time of my own engagement with place. 

Through this process it becomes possible to write metaphorically with the land, creating 

representations of landscape, place events and identity, where the scene or aspect creates a 

visual and textual correspondence with the referent through colours, shapes, images and 

characteristics of script. ‘In Selyf’s Brush’ is an example of how image can be used as a 

shaped negative representation where the open text, image-aligned to the outer boundary of 

 
7 Wylie, p. 206. 
8 Wylie, p. 121. Emphasis retained from original. 
9 See above, Vol. 1, p. 27 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/ninestonebards.html>  
10 See above, Vol. 1, p. 28 and <https://users.aber.ac.uk/jpm/phd/landwriting/43change.html>  
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the negative space, implies the movement in the poem; ‘to sustain a traveller / on a single 

journey in three appointed / directions’.11 The text itself has no particular shape and is 

determined in relation to the negative space of the page, which in this poem includes an 

image, but may also be left as a blank space, as can be seen in ‘Covenant Stones’.12 ‘In Selyf’s 

Brush’ speaks of the possible reasons why an obviously hand-carved triangular catchment 

has been chiselled into the top surface of a rock next to Carningli Hillfort in Pembrokeshire, 

Wales. The shape itself may be one of the many Celtic cupmarks found at various historical 

locations. John Sharkey has described cupmarks as ‘artificially made hollows found on 

isolated boulders and on a small number of standing stones’ which can be ‘ritual, magical 

and astronomical marks symbolic of the sun and stars’.13 Of even greater significance to my 

own interpretation of the hollow hewn stone as an inspiration for my poem is Sharkey’s 

comment that: 

 

…unlike other prehistoric artifacts hidden in the ground or in museums, they are 

open to personal conjecture. In that sense every explanation, no matter how crazy, is 

valid if it reflects the empathy of the observer to the miniature art of the unknown 

carvers.14 

  

 Following on from Sharkey’s statement, there is no actual way of saying whether a 

formative experience of place in personal and cultural narratives of identity is a true 

depiction, after it has been culturally obscured or handed down through many generations. 

In the legends that partially inspired ‘Nine Stone Bards’, for example, the giant Rhita Gawr 

battles with 30 British kings, eventually to be defeated by King Arthur.15 Such tales appear in 

many different adapted versions, none of which may fully resemble the original events as 

they happened at the time, if indeed there is evidence that they are anything other than 

 
11 See above, Vol. 1, p. 22 and <https://users.aber.ac.uk/jpm/phd/landwriting/selyf.html>  
12 See above, Vol. 1, p. 36 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/covenantstones.html>  
13 John Sharkey, The Meeting of the Tracks: Rock Art in Ancient Wales (Llanrwst: Gwasg Garreg 
Gwalch, 2004), pp. 12-13. 
14 Sharkey, p. 13. 
15 See above, Vol. 1, p. 27 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/ninestonebards.html>  
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shared fictional legend. Nonetheless, these become versions of events or stories that enter 

the public imagination and gain long-term personal or sociocultural importance. Place and 

identity have the agency to form tangible aspects of the voiced elements of sensory and 

landscape-based traces. This includes ways in which colour and shape are central to the 

poietic practice that informs the shapes and dimensions of the poems.  

As I started to explore some of the landscape-oriented works published by the small, 

independent author-publishers, Corbel Stone Press, one work that stood out was Relics, a 

series of visual, linguistic word poems, by the owners of the press, Autumn Richardson and 

Richard Skelton.16 In Relics, Richardson and Skelton chart the history of lost trees through 

the pollen records around Devoke Water in the Lake District. All the poems in the collection 

explore seven ages of language from Proto-Indo-European to Modern English. The ages of 

language in are depicted as a circular cross-section of a tree trunk showing its rings as the 

ages. Each poem starts at the centre with Proto-Indo-European, growing outwards with the 

ages through Proto-Germanic, Old English, Old Norse, Middle English, English Dialect to 

Modern English – currently just beneath the bark of the linguistic tree. The second of the 

poems, ‘Ash’, was used as the linguistic foundation for my own poem ‘Þéotan’ (pron: 

/ˈθeɪətæn/), meaning ‘to howl’ in Old English.17 

‘Þéotan’ visually layers the successive ages and the generations of people who might 

have lived in the environs of an ancient ash tree on the edge of an unspecified moorland 

location in the British Isles. In some of the more remote locations of earlier generations, 

wolves would still be thriving in the wild. In the poem we see a woman who invokes some 

kind of force through the naming, or calling of the tree, on seven consecutive days in 

February. She is communicating with elemental forces that will help her to recall memories 

from earlier generations. This could be one person over a series of seven days, or seven 

people over a series of generations on closely related dates. The invocation and naming 

 
16 Richardson, Autumn and Skelton, Richard, Relics (Broughton Mills: Corbel Stone Press, 
2013) 
17 See above, Vol. 1, p. 21 and <https://users.aber.ac.uk/jpm/phd/landwriting/Þéotan.html>  
Also published under the title ‘To Howl’, by The Learned Pig journal, to avoid typographic 
inconsistency of the thorn character (Þ) in the publisher’s chosen font for their web page. 
John Morgan, ‘To Howl’, Editorial: Wolf Crossing (2017) 
<http://www.thelearnedpig.org/Þeotan/4494>, in The Learned Pig, 
<http://www.thelearnedpig.org/category/wolf-crossing> [accessed 10 June 2021] 
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begins with Modern English, working back to Proto-Indo-European, sampling the language 

used in ‘Ash’.  

 Through this ritual, we see an unfolding and a connection. It can never be said 

whether this is one woman who connects with earlier memories of her grandmother, 

whether she has been reincarnated from somebody who lived in the locale in an earlier age, 

or whether there is any other metaphysical aspect that would identify the genealogy and 

traditions. The hollowing ash tree is loosely visualized in the poem with the trunk tall and 

resolute. Beneath this are the spreading roots, equally hollowed, but essential to its 

connections, not only with the earth it is rooted in, but also with its unvoiced 

communications with nature and animals. The poem closes with the suggestion of the wolf’s 

anthropomorphically voiced Old English yes as a response to the invocations at the tree: ‘in 

the wolf’s baleful howl a most compelling Gése’. A sense of space is drawn in the poem 

through the positive image object. The negative white space surrounding the words is 

equally important, evoking the vastness of the moorland where the tree and the human 

community are situated. At this stage, the blue of the text colour was more of an arbitrary or 

subliminal choice, possibly representative of the frosted landscapes in February, but not 

extracted from photographs as in the rest of the ‘Landwriting’ collection. 

 

3.3 Approximation and Extraction of Colour and Direction  

Approaches to using colour in poetry by other writers may be approximated, drawing on 

deeply felt personal impressions of place. An interesting example of using colour to access 

memory of events can be seen in Autumn Richardson’s An Altar of Sunlight.18 In the single 

volume poem-as-artist’s-book, Richardson uses an amber hued colour to represent the sap 

of olive branches burning on the open fires she lit each evening in a Sierra Nevada village in 

the south of Spain.19 Through the colour she connects with her own memories and further 

identifies possible traces of: ‘…an old sect // their chants interred / in flames // notes that 

have burned through millennia // I breathe in / an incense / of death / and it is good. // It 

fuels me / warms me.’20 Through the poem Richardson’s use of colour is highly evocative of 

 
18 Autumn Richardson, An Altar of Sunlight, numbered edition 13/22 (No place: Corbel Stone 
Press, 2015) 
19 Autumn Richardson, Email to John Morgan, 5 July 2019. 
20 Richardson, 2015, 2nd and 3rd unnumbered folios. 
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traces no longer visible and possibly only imagined in the actual landscape. Nevertheless, 

the use of memory stands as a sensory stimulus to the intermedial aspect of the work. It 

enhances the reader’s appreciation of the plausibility of the more mythical or ephemeral 

aspects of trace.  

 In contrast to this approximation of colour, my own approach to colour is to extract 

RGB (red, green, blue) values of the predominant colour scheme and particular standout 

features from photographs taken in the location of the poem, which offers a synthetic 

approach to intermedial work. Colours in themselves reflect the climatic conditions and due 

to varying levels of ‘structural coloration’, it is possible to see different shades or hues of 

colours in the same locations on different occasions.21 How individuals perceive colour is 

also subject to ‘light source, object and… viewer’ where ‘modifications of one or more will 

change color perception’.22 The changing land use and ecology of a location may also have 

an impact. A poem using a deep forest green captured in a given location at a given time 

may never again reflect the same colours, where deforestation or other ecological 

degradation occurs, or where seasonal conditions affect the predominant colour scheme at a 

given time of year. An example of the latter is ‘The rumour of hawkweed yet to be found’, 

which is set in the Brecon Beacons in South Wales. The colours here are all extracted from 

seasonal wildflowers and the therapeutic properties each is said to hold. At any other time 

of year, these colours would not be visible, or if they were, they would most likely display 

different hues. 

For each of the choices for what to include when writing about landscape, different 

experiences and impressions occur, often spontaneously suggested by the colours, features 

and actual steps taken on each individual or successive visit to a place. Each step not taken 

is a line in a poem left unwritten, or perhaps written differently, despite following a roughly 

similar planned route, usually arriving at the same intended destination or waypoint. What 

is captured are the moments of engagement, each a stage in the development of the overall 

 
21 Jiyu Sun, Bharat Bhushan and Jin Tong, ‘Structural Coloration in Nature’, RSC Advances 3, 
No. 35 (2013), 14862-14889 (p. 14862). 
22 Sun, Bhushan and Tong, p. 14862. 
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idea that becomes the poem. An example of my own intended pathways not taken that 

resulted in a sequence of different experiences is present in ‘The Miles of Aran Fawddwy’.23  

‘The Miles of Aran Fawddwy’ is the first of series of three connected poems, which is 

followed by ‘A Mile of Rhinog Fawr’ and ‘Nine Stone Bards’.24 25 ‘The Miles of Aran 

Fawddwy’ is set on an eight-mile walk in southern Snowdonia. It is loosely based on 

mountain walking folklore and hearsay, around the concept of ‘Rhinog Miles’. Even though 

it is set in the Aran mountains, the Rhinog mountains are its neighbouring range. ‘Rhinog 

miles’ are said to be treacherous measurements not only of distance, but also of time. They 

are in effect metaphysical measurements counted by wet, springy swampland, precariously 

bridged underground rivers, sharp rocks hidden beneath brushwood and sudden 

disorienting cloud cover that often renders navigation quite difficult.  

 I created two different layouts for the poem, which offer different directional 

perspectives on landscape, traversal and the visible dimensions that change with the 

proximity of the climb (portrait layout) or the distant view (landscape layout).26 27 The fonts 

chosen for the poem include Palatino for the main text, contrasted with Lucida Fax for the 

word ‘Mile’. Lucida Fax demi-bold italic at 36-point, has a clipped, square, serif impression. 

In the landscape version of the poem, it represents a long trudging walk, bent forwards 

under the load of the steep climbs and long distances. It has a labouring, footsore quality 

about it that captures the ridge of the route between the walkers and the rocky outcroppings 

at the edge of the vertiginous escarpments. The sheer drops are depicted in the sideways-

reading vertical lines descending from the feet of each ‘mile’. These lines depict the gulleys, 

streams and shadowy contours that a walker is encircled by on the return route down the 

valley of Hengwm.  

In the ridge view, the opening lines of each verse represent the different altitudes of 

 
23 See above, Vol.1, pp. 24-25 and <https://users.aber.ac.uk/jpm/phd/landwriting/aran-
climb.html#footofthehill> / <https://users.aber.ac.uk/jpm/phd/landwriting/aran-ridge.html>  
24 See above, Vol.1, p. 26 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/rhinogfawr.html#start>  
25 See above, Vol.1, p. 27 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/ninestonebards.html>  
26 See above, Vol.1, p. 24 and <https://users.aber.ac.uk/jpm/phd/landwriting/aran-
climb.html#footofthehill> 
27 See above, Vol.1, p. 25 and <https://users.aber.ac.uk/jpm/phd/landwriting/aran-
ridge.html> 
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the moorland, starting with the words ‘on ascending’, sweeping across to the stanza 

beginning with ‘on abbreviated’, on the right. The mile titles themselves are initially 

capitalized and set in italics. Capitalisation represents the formalizing of proper noun titles, 

which evoke their own (rural) urban legend value as coinage of the idea of ‘Aran Miles’, to 

contrast in a tongue-in-cheek manner with the established reputation of ‘Rhinog miles’. 

Italics are again used to show the strenuous activity it has taken to cover and conceive of 

these ‘Miles’. The source of the River Dyfi is above the lake of Creiglyn Dyfi just beneath the 

summit of the mountain, which is also featured in the line ‘source of the Dyfi and source of 

betrayal’. This line is key to the theme of the poem, as it appears in the fourth stanza, around 

what should have been the summit of Aran Fawddwy. In actual fact it represents the 

moment of realization that we did not actually reach the summit due to thick cloud cover. 

Only on descending were two summits visible on the plateau of the mountain top, the main 

summit still standing resolute, now almost mockingly, above the lake and the source of the 

River Dyfi. 

In the web page of the portrait version, the URL includes a named anchor, which will 

always load the text at the bottom of the page, as long as the page is accessed internally to 

the website. If the URL is typed independently, without the hashtag and anchor name 

(#footofthehill), the page will be accessed from the top. The anchoring of the page at the foot 

of the text serves to automatically focus the reader's attention on the title at the bottom of the 

page and the opening line 'On ascending Mile of Conflicting Appetites'. The reading sequence 

is subsequently bottom to top, following the climb. In this sense, a text that reads from the 

bottom of the page to the top of the page represents the idea of text-as-journey, where the 

first footsteps are the first lines of the poem and as the walk continues, the text climbs 

upwards on the page.  

The geospatial directional text inversion of ‘The Miles of Aran Fawddwy’ was also 

used by Autumn Richardson in ‘Go to the Pine’.28 Richardson’s poem follows the Japanese 

poet Bashō (1644-1694) on the journey he writes about in The Narrow Road to the Deep North.29 

Richardson names the plants and trees that Bashō would have observed as he makes his 

journey through northern Japan. She names these sequentially from south to north, as Bashō 
 

28 Autumn Richardson, ‘Go to the Pine’, in Collier and Ross (eds.), p. 125. 
29 Matsuo, Bashō, The Narrow Road to the Deep North and Other Travel Sketches (London: 
Penguin Classics, 2005) 
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would have encountered them, in an inverted list poem that follows a more direct linear 

approach to the same principle of the portrait version of ‘The Miles of Aran Fawddwy’.  

I used the same directional, bottom to top, text-as-journey approach in ‘A Mile of 

Rhinog Fawr’, to further explore the popular legend of the ‘Rhinog Miles’ (mentioned briefly 

at the beginning of this chapter). The walk was indeed more arduous, and full of all the 

expected difficulties. Each line in the poem marks a measure of time, with a deliberate 

sequence of words that evoke time, place and proximity of temporal motion. There are also 

specific elements that are imported in to the text, so to speak, via the Roman Steps, an old 

horse trail studded with stones embedded in the soft marshland. It forms part of a public 

footpath that runs through a rugged valley. It is assumed that the steps are not actually 

Roman, but the idea of Roman exactitude, navigation and symmetry contrasts very 

pointedly with the disorientation of the un-signposted landscape and its challenges for 

traversal. The dry-stone wall that runs adjacent to the track and the lightly trodden and 

permanently damp grassland offers no further indication of the faint trail that is marked on 

the 1:25000 Ordnance Survey map of the area.30 

After taking bearings with map and compass, it became clear that a steep craggy 

climb beyond the wall was the actual route. The wall also had a broken down section 

reminiscent of the wall between the magical world of ‘Faerie’ and the actual village of ‘Wall’, 

depicted in Stardust by Neil Gaiman.31 Bearings on the wall were taken beneath the 

‘geometric cannons’ – long, angular pillars lying at angles of perhaps 10º to 15º, pointing 

directly at the tumbled section of the wall that divides the public footpath of the Roman 

Steps from the open heath of the mountain. The wall, footpath and ‘cannons’ led me to 

search for temporal concepts that have some kind of significance to the Roman Steps name. 

Via Wikipedia I found the concept of the ‘Curia Calabra’, a 'religious station... used for the 

ritual observation of the new moon in ancient Rome'.32 The idea worked well with the 

temporal and spatial themes in the actual locations, especially after listening closely to the 

underground stream, Nant Llyn Du. The stream offered a kind of sonar reading by 
 

30 Ordnance Survey, 'Explorer OL18: Harlech, Porthmadog & Bala/Y Bala' [1:25,000 map] 
(Southampton: Ordnance Survey, 2002) 
31 Neil Gaiman, Stardust (New York: Avon Books, 1999) 
32 Lawrence Richardson, A New Topographical Dictionary of Ancient Rome (Johns Hopkins 
University Press, 1992), in Wikipedia entry 
<https://en.m.wikipedia.org/wiki/Curia_Calabra> (ed. Cydebot) [accessed 20 July 2015] 
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increasing volume on the length of time it might take to climb and rock-hop the boulder-

strewn path to Llyn Du, marking a point less than half way to the summit. The idea of a 

natural water clock, or clepsydra, marking Rhinog time became the central focus for 

stringing together the lines written at rest points along the trail. Indeed, the whole area is 

identified as the only biogenetic reserve in Wales, due to the variety of mosses that grow 

beneath, and which are protected by, the heather that covers the hillsides. In itself, it is a 

self-contained time capsule, isolated by the harshness of the environment. 

 

3.4 Place Names and Identity in Writing with the Land 

A repeating theme in poetries of landscape and identity is the use and interpretation of place 

names to locate historical and mythical events. Two further examples from the Landwriting 

collection are ‘On Gwilym’s Cairn’ and ‘Covenant Stones’.33 34 These two poems were written 

on different walks, from opposite ends of the valley between Carn Hyddgen, more 

commonly known as Carn Gwilym and Llechwedd Mawr just north of Pumlumon Fawr 

(Plynlimon) in Ceredigion, Wales. The valley itself is a permanent bogland and appears at 

first unremarkable, except for its place in history as the location of the Battle of Hyddgen, 

where Owain Glyndwr defeated the English in 1401. The west bank of the Afon (River) 

Hyddgen is also the location of two large quartz boulders, the Covenant Stones of Owain 

Glyndwr. The two poems are most similar in the use of negative space in their layout, both 

evoking the boglands of the Hyddgen valley. The negative image-aligned text surrounding 

the space in ‘Covenant Stones’ is the GPS outline of a walk to the summit of Carn Hyddgen 

and down through the centre of the valley on the east bank of the river, whereas the 

negative image-aligned text in ‘On Gwilym’s Cairn’ follows the east bank. 

 ‘On Gwilym’s Cairn’ begins with the lines ‘unknown the source of laboured stones / 

hauled swampwards or bouldered down Afon Hengwm / off Hyddgen or lumbered from 

Mynydd Bychan / nothing was built if not forced up these slopes’. Here the question is being 

asked as to how the two large cairns on the summit of Carn Hyddgen were built, while 

locating the scene in names recognisable as places that known historical figures were also 

 
33 See above, Vol. 1, p. 37 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/gwilymscairn.html>  
34 See above, Vol. 1, p. 36 and 
<https://users.aber.ac.uk/jpm/phd/landwriting/covenantstones.html>  
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familiar with. These lines are strikingly, but coincidentally similar in wording and theme, to 

the opening lines of Kathleen Jamie’s ‘Glacial’: ‘A thousand-foot slog, then a cairn of old 

stones – / hand-shifted labour, / and much the same river, shining / way below / as the 

Romans came, saw, / and soon thought the better of.’35 Here we see a similar motif of 

building cairns as significant places of social and political identity in which conflict has been 

won or averted through a local knowledge of landscape, resulting in a folklore passed down 

through generations, where a contemporary knowledge closely coheres with social identity 

and belonging in place. ‘On Gwilym’s Cairn’ is written with the colours and shapes found 

in, or reminiscent of location, whereas Jamie’s poem is written as an orthographic text. This 

marks the main intermedial difference between the metaphorical concept of writing with the 

land and writing about the land. 

Nevertheless, the idea of writing with the land can be viewed in different ways, as 

the practice of using place names and names of landscape features is a common practice. 

Alec Finlay suggests in Gathering, that place names in themselves ‘propose encounters’ for 

the ‘contemplation of places’.36 Writers may lay claim to place names as specific voiced 

aspects of their own identities in their poetry, an act of ‘imaginative possession’.37  In this 

sense my own poems work as a form of image-to-image narrative with no actual beginning 

or end. This is similar to the way that Finlay created his circular text-image ‘conspectuses’, 

written from 14 different mountain views in the Isle of Skye, each being a poem entirely 

constructed of visible place names.38 In Gathering, Finlay defines conspectuses as: 

 

…places where the terrain seems to open itself naturally to the viewer, where the eye 

tends to thread in and out of the circle of hills, and names suggest a narrative 

sequence – one with no start-point and no end-point – offering the possibility of 

beginning to know where you are. Such knowledge is the basis of culture.39 

 

 

 
35 Kathleen Jamie, The Bonniest Companie (London: Picador Poetry, 2015), p. 4. 
36 Alec Finlay, Gathering (Zurich: Hauser and Wirth, 2018), p. 11. 
37 Finlay, 2018, p. 10. 
38 Alec Finlay, 14 Views on the Isle of Skye (Portree: Atlas Arts, 2013) 
39 Finlay, 2018, p. 53. 
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The images work towards a gathering of places, connected to rhythms of walking 

and breathing, set in intermedial texts through a stylised crafting of text interpolations. The 

idea of locating oneself within the landscape as cultural knowledge is significant to 

establishing identity in relation to place. Robert Macfarlane has created a striking example of 

a temporal-ethnographic image-to-image narrative that explores location and identity in ‘Ice 

Voices’.40 Macfarlane’s visual poem is a narrow single paragraph column of text, ten 

centimetres wide and written over four pages, representing the exact scale of an ‘ice core’ or 

‘[cylinder] of ice drilled out of an ice-sheet or glacier’, which contains an ‘archive… of past 

atmospheric conditions’.41 Macfarlane lists at least fourteen people in the recounting of 

voices from 2011 back to 79 CE. The poem begins with what is almost a disclaimer: ‘Ice has a 

memory, and Greenland’s ice is a two-mile time machine | Places that are frozen today may not 

remain frozen tomorrow’.42 Through agency given to fourteen voices, Macfarlane retells more 

scientific accounts of volcanic eruptions and aurorae, mixed with social coming of age 

stories and how ice may perfectly preserve the image of a dead person. Despite its 

appearance as an orthographic text, it is also able to preserve cultural knowledge and write 

with the land through its positive image representation of an actual ice core. 

In a similar vein, my own poem ‘Cairn 688 ‘Level (disused)’’, is visualised in the 

shape of a disused gold mine in the Rhinog Mountains in Snowdonia, but in this case is not 

to scale.43 On the ridge between the peaks of Diffwys and Y Llethr, an unnamed cairn sits at 

the top of the track leading up to the Crib-y-Rhiw ridge. On the Ordnance Survey map, the 

cairn is only marked with its altitude, which is printed just above the legend ‘Level 

(disused)’, referring to the presence of an abandoned mine.44 The poem explores the themes 

of the giants Idris and Rhita, featured in ‘Nine Stone Bards’, where the boulders supposedly 

thrown as insults at each other from the summits of Cader Idris and Snowdon, have formed 

the nine peaks above 600 metres of the Rhinogs. ‘Cairn 688’ is not among these, despite 

reaching 688 metres, as it only listed as a subsidiary peak to Diffwys at 750 metres. Between 

‘Nine Stone Bards’ and ‘Cairn 688 ‘Level (disused)’’, the nine 600 metre peaks are taken to be 
 

40 Robert Macfarlane, ‘Ice Voices’, Reliquiae Vol. 4 (Corbel Stone Press, 2016), pp. 26-31. 
Emphasis retained from original. 
41 Macfarlane, 2016, p. 31. 
42 Macfarlane, 2016, p. 27. 
43 See above, Vol. 1, p. 31 and <https://users.aber.ac.uk/jpm/phd/landwriting/cairn688.html>  
44 Ordnance Survey, 2002. 
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the nine bards who attended King Arthur at his funeral on Bardsey Island. It was Arthur 

himself who is reputed to have killed the giant Rhita Gawr, halting the throwing of boulders 

between Snowdon and Cader Idris, resulting in the scarred and broken rock-scape that the 

Rhinogs are today. In itself though, ‘Cairn 688 ‘Level (disused)’’ explores themes from the 

Mabinogion and the mythical Fields of the ‘in-world’ of Annwn, depicting occasional layers 

of gold in colour marked fonts to give the impression of the depth and difficulties faced by 

gold miners.45 This mythical other world is accessed through the depth of layered histories 

and minerals in the gold mine, similar to Macfarlane’s archive of time and voices in ‘Ice 

Voices’. It is the mythological cultural knowledge related through ‘Cairn 688 ‘Level 

(disused)’’ that offers a sense of identity and the ‘possibility of beginning to know where 

you are’.46 

 
45 Sioned Davies, trans. and intro., The Mabinogion (Oxford: Oxford University Press, 2007) 
46 Finlay, 2018, p. 53. 
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Chapter 4 
Textual Aspects of Trace through Writing, Reading and Voice 

 

4.1 Directions of Writing 

This chapter will extend the reflection and discussion in Chapter 3 on the sensory elements 

of trace included in the typology of Chapter 2. In this chapter I will focus on the textual 

elements of trace as they relate to dimension, textons and text blocks, directionality, 

linearity, characteristics of script, position of characters, and word and phrase identification.  

These will be discussed primarily through the approaches I have used with the directions of 

interpolated writing, grammatical attenuation and cohesive reduction. The discussion will 

also consider the process and impact, at least metaphorically, of developing a visual voice, 

and the impacts of a post-critical reading on the emergence of voice. 

In a discussion of the merits of prose writing vs. poetry, Alejandro Zambra sets up a 

duality between ‘writing downwards’ and writing from ‘side to side’.1 Zambra cites Chilean 

writer Marcelo Mellado’s accusation of poets, in his novel Informe Tapia (The Tapia Report), 

of not necessarily engaging in a left to right articulation of narrative prose writing, but of 

merely writing in lists.2 Zambra picks up on this charge as a humorous aspect of what Albert 

Cohen stated as the tendency of poets to ‘start a new line’ due to feelings being ‘short-

lived’.3 Regardless of the dismissiveness of these claims, the duality sets up an interesting 

perspective for writing visual poetry.4 In this context, Perrone refers to Brazilian concrete 

poetry and the work of Ferreira Gullar, regarding the concerns that concrete and, by 

extension, other forms of visual poetry, were ‘overly rationalist and mechanistic’ and that 

this would somehow reduce ‘words to the status of visual signs in the graphic dimension’.5 

Gullar’s concerns assume a more structuralist condition for literary textuality as primarily a 

function of prose writing in an orthographic left to right construction. 

 
1 Alejandro Zambra, Not to Read, trans. and ed. Megan McDowell (London: Fitzcarraldo 
Editions, 2018), pp. 97-98. 
2 Marcelo Mellado, Informe Tapia (Santiago: La Calabaza del Diablo, 2004). In Zambra, p. 97. 
3 Albert Cohen, Book of My Mother (London: Peter Owen, 1997). In Zambra, p. 97. 
4 See for example Crag Hill and Nico Vassilakis, eds, The Last VISPO Anthology: Visual Poetry 
1998-2008 (Seattle: Fantagraphics Books, 2012) and Jérôme Peignot, Typoésie (Paris: 
Imprimerie Nationale Éditions, 2005) 
5 Ferreira Gullar (no citation), in Charles A. Perrone, Seven Faces: Brazilian Poetry Since 
Modernism (Durham and London: Duke University Press, 1996), p. 62. 
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 While such criticisms may be levelled at visual poems that do not include syntactic 

text structure, the cultural, philosophical and metaphysical perspectives identified as the 

underlying perspectives of trace and voice in my own poems allows a perspective of seeing 

the world in ways that have the ability to create alternative directionalities for writing, 

which frame more than just an arrangement of words. They enable the visualisation of ideas 

within a culturally indicative text-image but are still written very much with the writing 

downwards sensibilities that run counter to the linear orthography of text construction. 

Jacques Derrida’s perspective on the ‘iterability of the mark’ connects with ways in 

which individual characters and combinations of characters, such as those indicated in 

Element 13 of Table 2, can be used in geometric, distorted, abstracted, text-wrapped, voice 

marked ways and image-sequenced ways, or as Derrida indicates, by more traditional 

means of emphasis.6 

 

Every sign, linguistic or non-linguistic, spoken or written… in a small or large unit, 

can be cited, put between quotation marks; in so doing it can break with every given 

context, engendering an infinity of new contexts in a manner which is absolutely 

illimitable.7  

 

In Collection 3, ‘The colour of water’, a range of iterability marks are used in what I 

will refer to collectively as the Canigó sequence. The Canigó sequence is set on Mt. Canigó, 

on the French side of the Pyrénées in Catalonia. The mountain is considered sacred to the 

Catalan people. The sequence also includes other locations visited in relation to Jacint 

Verdaguer’s 176-page epic poem and book, Mount Canigó: A Tale of Catalonia, written in 

1886.8 I started the Canigó sequence with the initial plan to write sixteen poems, but was 

only able to complete four: ‘Fae the bells of Canigó’, Papirología’, ‘Hoodoo chimneys’ and 

‘Camí de la Ximineia’.9 10 11 12 

 
6 Jacques Derrida, Limited Inc (Evanston: Northwestern University Press, 1988), p. 12. 
7 Derrida, p. 12. 
8 Jacint Verdageur, Mount Canigó: A Tale of Catalonia, intro. and trans. Ronald Puppo 
(Barcelona and Woodbridge: Barcino-Tamesis, 2015) 
9 See above, Vol. 1, p. 48 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/faethebells.html>  
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This series of poems follows in the footsteps of Jacint Verdaguer (1845-1902), a poet 

and priest from Barcelona. My own poems were written on and around Canigó and also in 

Montserrat and Barcelona. Verdaguer explored the Pyrénées extensively and while most of 

his epic poem reflected the people and the places, much of the narrative of ‘Mount Canigó’ 

is told through voices of the fae, said to be living on the mountain. My own poems use a 

positive erasure on the vowels and consonants that correspond numerically with the 23 

characters of the Latin alphabet, which in turn correspond with conjectural interpretations of 

Josep Maria Subirachs’s cryptogram at the Sagrada Família in Barcelona.13 Subirachs, like 

Verdaguer before him, resided at the monastery of Montserrat, which forms the connection 

between Verdaguer’s poem and Subirachs’s cryptogram.  

Each four-number line in the sixteen numbers of the cryptogram, arranged in a 4 x 4 

square grid, horizontally, vertically and diagonally, adds up to thirty-three, the death age of 

Jesus. The positive erasure in each of the poems in my Canigó sequence is based on the 

numbers in the top horizontal line of Subirachs’s cryptogram from left to right, representing 

the numbers ‘1’, ‘14’, ‘14’, ‘4’ for the letters ‘A’, ‘O’, ‘O’, ‘D’. The corresponding letters have 

been voice-marked in individual colours, with the words they contain then moved into a 

written-down list as a further unedited voice poem. These are imagined in the scene of the 

referent as characteristics that Verdaguer himself may have iterated on his many walks on 

the mountain. They also add to the visual representation of the locations, with the vertical 

list in ‘Fae the bells of Canigó’, for example, depicting ‘the chimney’ as it is known locally. 

This is a near vertical cliff face just below the summit of the mountain, which must be 

climbed if approaching from the direction of the refuge at Mariailles. 

As an epic romantic poem, Verdaguer’s ‘Mount Canigó’ has been very influential in 

the folklore and literature of Catalonia and is central to the view of the mountain as being 

sacred to the Catalan people. Such identity and inferred meaning are not unique though and 
 

10 See above, Vol. 1, p. 59 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/papirologia.html>  
11 See above, Vol. 1, p. 50 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/hoodoochimneys.html>  
12 See above, Vol. 1, p. 51 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/camidlx.html>  
13 Sagrada Família, ‘The Magic Square on the Passion Façade: Keys to Understanding It’, Blog 
Sagrada Família (2018) <https://blog.sagradafamilia.org/en/divulgation/the-magic-square-the-
passion-facade-keys-to-understanding-it> [accessed 9 June 2021] 
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there are many traditions around the world that are analogous to such status, some of which 

have been analysed through the ballad as a literary form. Folk ballads, as a pass-along oral 

tradition, draw on themes and points of reference from popular culture, especially in terms 

of engaging with a public imagination and response. The ballad has been seen to a greater 

extent as being detached from established literary traditions and precise historical reference, 

however, it is also argued as a form that has a hand in shaping shared understanding or 

preferred cultural belief.14 It achieves this by making direct or indirect connection to the 

different interpretations that an identified readership is culturally and critically aware of. 

The themes explored display a knowingness, however naïve, that connects to a popular 

imagination of emotionally charged concept, place, event or character. 

 

4.2 Conjunctive Zero Signs 

Roberta Kevelson provides a detailed account of the process of writing and interpolating 

socially constructed folk ballads through analysis of the post-mediaeval ‘Robin Hood 

Ballads’ (c. 15th-19th centuries). The ballads depict the legendary deeds of the character from 

the perspectives of the people whose plights he is said to have represented.15 While the 

deeds are presented primarily as a fiction, their themes would have represented and raised 

awareness of a lived reality for many. Kevelson cites David Lattimore in stating that this as a 

‘fictive device which is used intentionally to conceal an embedded, ulterior motive’ where 

the reader is immersed in the depicted narrative sequence, or ‘concrete context’; a ‘fiction of 

undisplaced speech’.16 The ‘fiction of undisplaced speech’ effectively speaks in the present, 

with a layering of external references, used or transposed to speak of actual events. Kevelson 

again cites Lattimore in her definition of the enabling functions of this fiction. Firstly it uses 

a ‘dramatic device’; secondly it displays ‘a conspicuous deviation from the more normal 

displaced speech’; thirdly it signifies ‘a kind of fiction’; and fourthly it engages ‘the reader’s 

active, imaginative contribution to the aesthetic transaction in filling out the ellipses’.17 The 

 
14 Kevelson, p. 56. 
15 Kevelson, pp. 56-80. 
16 David Lattimore, ‘Army Carts: Protest, Paradox, and Allusion in a Chinese Literary Ballad, 
the “Pińg-chü Hsińg” of Tù Fú (712-770)’ (unpublished MS, 1971) in Roberta Kevelson, 
Inlaws/Outlaws. A Semiotics of Systemic Interaction: ‘Robin Hood’ and the ‘King’s Law’ 
(Bloomington: Indiana University, 1977), pp. 56-67. 
17 Lattimore, note 2ff. 
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ellipses referred to here are discussed in the context of an interrupted, or non-sequential 

transition between stages of the narrative in the line and verse structures of ballads, where 

lack of cohesive transition acts as a ‘conjunctive zero sign’ (as introduced more briefly in 

2.3).18 Each unexplained pause, space, or thematic shift invokes dramatic nuance and raised 

expectation and thus a potentiality through the absence of linguistic transition. 

The conjunctive zero sign is a particularly useful signifying feature where 

independent textons and text blocks are arranged to consider ways of writing interpolations 

into the text, where the reader can follow a range of options set out by the writer. An 

example of this can be seen in ‘Take the Witches’ Path out’.19 This poem was inspired by an 

incident I encountered while visiting San Marino, where the only two prisoners held in its 

jail escaped in 2018. As the jail was in a wing of the Cappucin Monastery on the edge of the 

Centro Storico (Historical Centre), a rapid police search was set up using security guards, 

road blocks, tracker dogs and paraglider sweeps, with the aim of stopping the prisoners 

from crossing into Italy. The tarot reading theme for the poem was inspired by Italo 

Calvino’s The Castle of Crossed Destinies, where each character’s story is told through tarot 

readings, as they have been somehow struck mute and are unable to vocalise their own 

experience.20 To write this into the poem, I conducted actual tarot readings while listening to 

police sirens, which are positioned around the title in the text. These form a writing-

downwards origin and inspiration for the text of the poem. The text from this point is 

written in a centre-to-margins sequence beneath a depiction of the three towers of San 

Marino and above the cliff on which the towers stand; the prisoners’ most likely escape 

route. They did give themselves up a few days later to the Italian police who refused to 

extradite them back to San Marino.21  

The centre to margins sequence is written so that the initial sequence for reading 

rotates through the three-card tarot-reading, then to the three towers, which were searched 
 

18 Kevelson, p. 57. 
19 See above, Vol 1., p. 52 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/witchespath.html>  
20 Italo Calvino, The Castle of Crossed Destinies (San Diego: Harcourt Brace and Company, 
1977) 
21 An incomplete account for the prison break that appeared online on the same day can be 
read at <https://vaaju.com/italyeng/two-prisoners-flee-from-san-marino-prison-manhunting-
on-mount-titano/> (August 19, 2018). Their surrender to the Italian police appears to remain 
undocumented in English. 
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extensively by plain clothed security guards, finally following the escape route down the 

cliff to the foot of Monte Titano, the mountain on which the Centro Storico of San Marino is 

built. Despite the sequential writing arrangement, and like a tarot reading, the stanzas can 

be read in any sequence, each one standing alone at the placement of unmarked zero 

conjunctive signs, or interpolations. 

Zero conjunctive signing requires a detailed editing of the text and concerted textual 

effort for the development of a rhythm derived from cohesive reduction and grammatical 

attenuation.22 What begins as a more authored left-to-right draft, in Zambra’s terms, is 

adapted to an interpolating text image.23 Through the removal of cohesive devices, such as 

articles, conjunctions, prepositions and other grammatical features, it becomes possible to 

create rhythmic lines that read in equal metric sequences, regardless of linearities and 

direction. The sequences follow a tightly-breathed footfall rhythm of walking in the 

landscape, reminiscent of the vocalised walking poetry of William Wordsworth.24 The 

grammatical features may be replaced with blank spaces, or with other visual elements in a 

text-image, as a repetitive-motif conjunctive sign, such as the use of the Arabic character nūn 

in ‘By the pen and what it inscribes’.25   

‘By the pen and what it inscribes’ is set in the Atlas Mountains in Morocco, looking 

south from the summit of Mt. Toubkal at 4167 metres. The theme of the poem retraces the 

origins of writing on paper in north African societies, drawing ideas from Jonathan M. 

Bloom’s ‘Paper in Sudanic Africa’.26  Bloom charts the history of paper imported from Italy, 

watermarked with three crescent moons, or ‘tre lune’. The poem connects with scholars of 

the time in Andalucía and Morocco in an imagined interlinear scene of shifting sand dunes. 

It re-imagines the tracks of trade routes through the Sahara Desert along the ‘52 days to 

Timbuktu’ route in south-eastern Morocco, to the location of the ancient libraries of Mali. 

While the interlinear textons can be read in any sequence, they were actually set to alternate 
 

22 For textual effort of making rhythm, cf. Paul Valéry, Selected Writings of Paul Valéry, trans. 
Malcolm Cowley (New York: New Directions Publishing, 1986), p. 147. 
23 Zambra, p. 97. 
24 cf. Pamela Woof, ‘Wordsworth and Dorothy Wordsworth, Walkers’, in Collier and Ross, 
eds., p. 32. 
25 See above, Vol. 1, p. 53 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/bythepen.html>  
26 Jonathan M. Bloom, ‘Paper in Sudanic Africa’. In Jeppie, Shamil and Souleymane Bachir 
Diagne, eds, The Meanings of Timbuktu (Cape Town, HSRC Press, 2008), p. 53. 
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between the earth colours and the sky colours using nūn as an interpolating repetitive-motif 

conjunctive sign. At the same time, they also represent a way-marker scripting unmarked 

routes and the questioning of self and identity among the impermanence of shifting desert 

trails.  

 

4.3 The Emergence of Visual Voice 

Lesley Wheeler identifies the written voice as an ‘illusion created by syntax, diction, 

repetition, rhyme, other sonic echoes, and/or a variety of graphic elements’.27 Wheeler 

further qualifies the graphic elements as including ‘lineation, margins, orthography, 

typography and a range of less common strategies’.28 There are relatively few studies that 

have considered in detail the ‘less common strategies’ as they relate to voicing or giving 

voice and agency through specific aspects of the design. Wheeler points to the necessity of 

such a consideration in any form of writing and particularly in visual poetry: ‘voice, in other 

words, must be represented or created by visual means’.29 The typology created for this 

study has allowed me to develop what can be seen as a distinct individual style where the 

reader becomes familiar with the arrangement of elements and how multiple readings 

enable multiple interpretations. This emerges as a unique aspect of my own voice in visual 

writing, but this visuality of voice can also be used for the representation of people and 

ideas, giving agency for voice through the text image. 

‘El suspiro del Moro’ is another poem in which I have used the character nūn, but 

this time as a larger negative image, with the text interpolated by alignment to the outer 

boundary of the invisible, full page character nūn.30 The character appears as negative space, 

with the final lines of the poem appearing as the dot-shaped diacritic towards the top left.31 

The poem rewrites a well-known moment in Spanish history when the Moors were expelled 

from Andalucía in 1492. Washington Irving popularised the accepted historiographical 

 
27 Lesley Wheeler, Voicing American Poetry: Sound and Performance from the 1920s to the Present 
(New York: Cornell University Press, 2008), p. 61. 
28 Wheeler, p. 61. 
29 Wheeler, p. 61. 
30 See above, Vol. 1. p. 45 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/suspiro.html> 
31 Negative image space inspired by José Miguel Puerta Vílchez, La poética del agua en el 
Islam/The Poetics of Water in Islam (Gijón: Ediciones Trea, 2011), p. 11. 
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reading of this account in the chapter ‘Mementos of Boabdil’ in Tales of the Alhambra. Irving 

writes about the expulsion of the last Sultan of Andalucía, Muhammad XII, more commonly 

known as Boabdil, as he turned back to take one last look at his former sultanate and 

emitted a long sigh.32  

In a story very much written in the sensibilities of its time, his mother is reputed to 

have said ‘you do well… to weep as a woman over what you could not defend as a man’. 

Irving goes on to state ‘[w]hen this anecdote was related to Charles V. by Bishop Guevara, 

the emperor joined in the expression of scorn at the weakness of the wavering Boabdil’.33 It is 

possible to see the origins of a popular historiographical perspective in this statement, but 

the experience of walking in the same unshaded landscape with the temperature 

approaching 40º Celsius, causes another perspective to emerge. While taking an ill-prepared 

walk on Peñabon, a 2192 metre mountain in the Sierra Nevada, close to Granada, I almost ran 

out of water and on descending to find an open stream and refreshment, all I could do 

physiologically, was emit a large sigh of relief. It is at this point I began to reimagine 

Muhammad XII’s experience: when trekking out of Granada he would have found an 

eventual resting point, where in all likelihood the sigh he emitted was an actual sigh of 

physical relief, rather than emotional exasperation or regret.  

As we read, we engage with forms and structures that enable us to visualise 

temporal movement and spatial dimensions of the referent, i.e., scene, event and experience. 

The referent activates an agency for the writer to voice this depiction in a ‘signature… of 

authentic stylistic practice’, which in my own poems is via the visual arrangement of textual 

elements on the page.34 This material visualisation provides a tangible correspondence to 

ways in which the scene of the referent was experienced at the time of engagement. 

Engagement in itself, however, initiates the possibility of voice, but it may take time to be 

realised in linguistic and aesthetic terms. Robert Macfarlane neatly captures the essence of 

wonder that gives rise to the need to voice experience. 

 

 
32 Washington Irving, Tales of the Alhambra (Granada: Ediciones Miguel Sánchez, 2002), pp. 
89-90. 
33 Irving, p. 90. 
34 Marielle Macé, ‘Ways of Reading, Modes of Being’, New Literary History 44 (2013), 213-229 
(p. 215). 
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Light has no grammar. Language is always late for its subject. Sometimes on the top 

of a mountain I just say, ‘Wow’.35 

 

In terms of personal expression, a visual voice would need to include both ‘style’ and 

‘manner’ with style as representative of an ‘active capacity’ to visualize the scene of the 

referent and manner as representative of ‘being’; together representing the emergence and 

identity of a located voice.36 Marielle Macé offers a succinct view of locating the emergent 

voice: 

 

Indeed, every act, from a signature to a walk, brings into play one’s way of existing, 

actively exposing the subject to confirmation or transformation, honing one’s way of 

perceiving, presenting oneself, being affected by things and giving them meaning.37 

 

It is the very act of ‘giving… meaning’ that reaffirms the emergence of an individual 

voice, which may be representative of other interpretations, but which now stands on its 

own as a direct action of making meaning, rather than interpreting. The text releases the 

imagination at the same time as setting it in motion, communicating, interrogating, and 

negotiating the individual and their mode of existence. It becomes what Paul Valéry referred 

to as ‘…the voice in action—the voice as direct issue of, or provoked by,—things that one sees 

or that one feels as present’.38 The ‘Landwriting’ collections extend Valéry’s voice of 

experience as lyric poetry, into a voice that resonates with landscape, place, and event, 

allowing a writing and expression with captured and stylised elements that depict the scene 

of the referent. 

In terms of a captured scene, Roland Barthes’s critique of photography reveals a 

study of presence and proximity, which in my own work places me as a visual writer in 

front of my own means of recording.39 In starting with the question of what a photographic 

image is, a close parallel can be drawn with other synthetic intermedial objects, which in this 

 
35 Robert Macfarlane, Landmarks (London: Hamish Hamilton, 2015), p. 10. 
36 Macé, p. 220 
37 Macé, p. 221 
38 Valéry, p. 149 
39 Roland Barthes, Camera Lucida (London: Vintage Classics, 2000) 
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case are poietically constructed digital texts. A considered process of working through the 

deliberations, operations and production of a visual poem coheres in a made text object.40 

This process works in a similar manner to the way an analogue photograph has long been 

able to capture multiple layers in a bound process. Once combined through an intermedial 

process, they cannot be taken apart to reveal the constituent features that give the object its 

materiality, textuality, visuality and meaning, but those features can be analysed and 

reproduced, as is the case with the typology and program grammar of this study.  

 Within the photograph and the synthetic intermedial poem, both of which capture 

and illustrate aspects of the scene, we can see depth of field, use of wide angle, zoom, colour 

saturation and a balance of composition that result in an aesthetically appealing text image.41 

What becomes apparent in Barthes’ discussion is that the photographer’s gaze is 

conditioned by such factors into ways of seeing the world through a lens. In terms of visual 

writing the lens includes a combination of colours extracted from photographs, and text 

designed to represent the traces in landscape, place and event, in order to permanently 

capture a moment in the scene of the perceived referent. In this way a landscape is able to 

shape, if not write, the writer’s experience. Barthes claims that the ability to capture presence 

is determined through a ‘pose’.42 A landscape cannot pose for its own image, but it can 

reflect my own pose in proximity to capturing an aspect or a scene, re-enacting some of the 

moments and movements that have led to identifiable traces within the landscape, place or 

event. The visual text not only contains the voice of self-expression, however, as the people, 

landscape, events and experience that are unable to give direct voice may now be seen as co-

creators in a writing that could not occur in the same way without them. The writer’s 

relationship to the referent centres or levels the self at the point of engagement with a text 

now representative of these co-creators.43  

  

  

 
40 Gilson, in Nattiez, pp. 12-13. 
41 Barthes, pp. 6-7 
42 Barthes, p. 78 
43 Norman K. Denzin, Interpretive Autoethnography, 2nd edn. (Los Angeles: Sage, 2014), p. 8. 
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4.4 Reading Motions in the Emergence of Voice 

The performative aspect of The Book by Mallarmé (introduced in Chapter 1) was conceived, 

at least partially, as a collection for combined selected and random audiences in which they 

would be expected to participate in some way. The manner of this participation is unstated 

and was possibly never realised while Mallarmé was alive.44 True to Mallarmé’s earlier 

work, however, The Book is a collection of letters, poems, diagrams, mathematical 

calculations for printing and presentation of the texts. It offers a distinctly non-linear 

reading experience in which the texts are almost certainly best read in a manner that 

engages the senses in points of interest at the time of actual reading, through the 

aforementioned ‘prismatic subdivisions of the Idea’, where proximate reflections appear in a 

specific typographical arrangement.45  

 The arrangement and sequencing of stylised textons shapes the materiality of the text 

and may provide prompts for the reading through grammatically cohesive devices such as 

articles, conjunctions and prepositions, or it may subvert this cohesion via their removal. In 

a visual poem, differing contextual factors may impact the choices a reader makes at the 

moment of reading. Sylvia Gorelick provides a succinct summary of how a reader might 

respond at the time of reading, in relation to Mallarmé’s text: 

 

The Book, true to its concept, has no discernible beginning or end. Its movement is not 

linear, but differential and transversal. A reading method that is open to 

experimentation is thus called for. As much as the text performs its own poetic 

operation, it is in the reader’s hands to decide what form this operation will take in 

the instant of reading.46 

 

My own poems broadly delinearise orthographic reading sequences with 

proximated apposition and opposition of textons that may induce or randomise what 

Portela has defined as reading motions.47 Through the typogrammatic characteristics of 

typeface and the topogrammatic characteristics of layout of sensory and textual elements, a 

 
44 Gorelick, in Mallarmé, 2018, p. vi 
45 Gorelick, in Mallarmé, 2018, p. x 
46 Gorelick, in Mallarmé, 2018, p. xvi. 
47 Portela, pp. 34-35 
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visually dynamic tension is created in the resulting text.48 Portela identifies the arrangement 

of different textons as a series of layers, through which the reader must work to disentangle 

and make sense of the poem with each singular or repeated reading. The reading motions 

created by this process extend from a variation on the appositional linearity of a more 

closed, grammatically or syntactically sequenced text, to a more oppositional non-linearity 

of more open, disconnected textons, used to create images or sensory effects which are 

readable in any order. 

An example from the ‘Altar of leaves’ collection that represents more appositional 

reading sequences of close orthographic proximity is ‘Each field and instant haiku’.49 The 

poem is set in Nong Khiaw in central northern Laos, an area that was subject to the intense 

US bombing campaign from 1964 – 1973, during the Vietnam War, when an estimated 270 

million explosive ordnance devices were dropped on the country in an attempt to stop the 

Viet Cong from using the Ho Chi Minh trail as a supply route through the mountainous 

spine of Laos. The Mines Advisory Group identifies that as of today, approximately 30% of 

the ordnance remains unfound and unexploded, and work continues to find and clear all 

devices.50  

Visitors to the area are strongly advised to stay on marked paths, which is reflected 

in ‘Each field and instant haiku’. The poem follows a long guided walk through rice fields 

where it is entirely plausible to suppose there may be unexploded ordnance (UXO). The 

picturesque beauty of the forest, bamboo thickets, rice fields and karst limestone mountains 

is highly suggestive of the themes found in haiku; of nature juxtaposed with specific 

incidents or events. Its beauty is deceptive, however, as this sense of romantic or picturesque 

imagery is only likely to appeal and signify such themes to a visitor. In writing about such 

location and experience, it would be easy to gloss over the harsher realities lived by many of 

the inhabitants of the area and only talk of its natural beauty.   

 
48 Portela, pp. 8-9 
49 See above, Vol. 1, p. 66 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/instanthaiku.html>  
Also published as a black and white version in: John Morgan, ‘Each field an instant haiku’, 
in Realities and Rituals of the Upside Down, paper A) GLIMPSE) OF) 03  ed. by Dimitra Ioannou 
(2019) <https://aglimpseof.net/paper-aglimpseof-3> [accessed 8 June 2021], p. 20. 
50 Mines Advisory Group, ‘Laos’ <https://www.maginternational.org/what-we-do/where-
we-work/laos/> [accessed 8 June 2021] 



 80 

In giving direct voice to the inhabitants of the area (and other similar areas across the 

country), there would be many variations on my own experience and voice as such a visitor. 

As I am unable to give direct voice in the words of those people, I can aim to voice 

something of their experience from my own limited understanding, without wishing to 

claim that the voiced elements are actually representative of their experience and presence 

in the poem. The typology in Tables 1 and 2 of Chapter 2 is now able to facilitate variations 

in voicing and interpretation that might take account of some of the aspects of voice – and 

visual voice in particular – from my own perspectives as a writer and the inhabitants of the 

area, as unknowing co-creators.  

The poem is made of nineteen continuous 5-7-5 syllable haikus, punctuated mid-line 

and sometimes mid-word by forward slashes between first and second lines of each haiku. It 

also uses a combined hyphen-slash-hyphen after each third line as a marker of the transition 

from one haiku to the next. Symbolically the hyphen-slash-hyphen is included as a visual 

marker of the possibility of UXO in the otherwise picturesque landscape. They could be 

unwittingly stepped on at any moment and are here placed mid-expression or mid-word to 

indicate how sudden an incident could be.51  

While the poem represents my own impressions of the area and attempts to interpret 

some of the feelings of inhabitants of the area, agency cannot be granted directly to those 

people, but an imagining of the experience can be voiced visually and in words through the 

poem. It can also be identified to some extent via the work of other writers such as Mai Der 

Vang and Paul Yoon, who have written very candid accounts of life in Laos during the 

Vietnam War, much of which is based on received experience from their elders.52 53 Using the 

elements from the typology to identify the aspects that can be left open to an interpretive 

voice, the following points are areas that can be read according to knowledge or experience 

of the location and situation.  

 

 
51 As of 1998, it was estimated that one person was injured or killed every other day from 
unexploded ordnance in Laos, 22 years after the end of the US bombing campaign. 
Masahiro Morikawa, Sebastian Taylor and Marjie Persons, ‘Deaths and Injuries Due to 
Unexploded Ordnance (UXO) in Northern Lao PDR (Laos), Injury 29/4 (1998), 301-304 (p. 
304). 
52 Der Vang, 2017 
53 Paul Yoon, Run Me to Earth (London: Scribner, 2020) 
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1c  Scene of referent. On the surface this may appear primarily as a landscape, 

but it may also be seen as the scene of conflict and danger. 

2a Positive representation. The use of punctuation to symbolically indicate UXO 

in the area.  

3a  Individual perspective. The indication of one area in northern Laos.  

Alternative 3b: Multiple perspective. It could also be taken as indicative of 

many areas of the country.  

4c  Historical characteristic. The poem identifies a period of fifty years during 

which inhabitants have been forced to live with UXO. 

 Alternative 4d: Contemporary characteristic. It could also be taken as living 

day-to-day with UXO with receding memory or no direct experience for 

younger people. 

5b Received experience. From my own view it is taken as something of which I 

have no experience, but which I have learned. 

Alternative 5a: Lived experience. It could also be taken as lived experience of 

people in the area. 

6b Moment of reflection. In my own voice this engages with a personal reverie. 

Alternative 6a, c, d, e: It could equally be representative of moment of action, 

duration of action, duration of reflection or memory by a person who is more 

familiar with the history and contemporary aspects. 

7a Immanent spatiality. It implies the presence of UXO in the area which still 

need to be cleared, but are now an acknowledged hazard within the 

landscape. 

Alternative 7c: Directional movement. It could also indicate direction through 

the area, navigating the location for daily work purposes and UXO clearance. 

8a  Shaped dimension. The text creates the image of a carefully managed rice 

field. 

9c  Moves of textons. Text centred on appositional positioning of words. 

Alternative 9d: Counterpoint textons may cause reading of different scriptons 

(e.g., the psychological threat implied in ‘pressed beneath the gun / prints of 
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unneeded memories’ appears less invasive than the suggested physical 

scarring of ‘pressed beneath the gunprints of unneeded memories’). 

10a  Left to right directionality. The text is laid out left-to-right for side-to-side 

reading. 

11a  Linear text. It is most likely this will be read in an appositional, orthographic 

sequence. 

 Alternative 11c: Interlinear text. Due to the punctuation features, it is also 

possible in scanning the text to read fragmented sections within the main 

linear sequence. 

12a Characteristic properties of font. The font (Montserrat Subrayada) was chosen 

for its interrupted underlying characteristic that created the punctuation 

patterns of button-like hyphens used between the haikus as indicative of the 

trigger devices of UXO. This works in addition to characteristic properties of 

colour. All colours were extracted from images of the surrounding fields and 

mountains to provide an iridescent colouring as close to the brightness of the 

environment as possible. 

13a  Geometric character positioning. The shape of the characters is suggestive of 

the manual ploughing and planting in rice fields, again combined with the 

threat of UXO.  

14a  Orthographic word and phrase identification. The layout and sequence of the 

poem again suggests an appositional arrangement for the reading sequence. 

 

Within the visual arrangement of the poem, many options arise for the voicing of my 

own experience, which may initially appear as abstract or random choices. All choices, 

however, are actually carefully and deliberately arranged to enable my own visual voice, 

but also provide access for a voice and visual voice for other agents in the writing and co-

creative writing of the piece. Ways in which this poem and others can be read and 

interpreted strongly support the idea of a post-critical reading (section 4.6 below).  

To continue with the themes in the ‘Altar of leaves’ collection, the shaped text of 

‘Impending storm’ also retains an appositional sequence in its depiction of flow and 
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stagnation of water in the Ou River in northern Laos.54 The Ou River, once much wilder with 

a stronger flow, has six dams along its length from Phongsali, near the border with China, to 

its merger with the Mekong River, further to the south in Luang Prabang. The hydro-electric 

dams were set up as infrastructure investment in Laos by the Chinese government. 

Regardless of the political ramifications, the environmental impact has been significant in 

the largely agricultural communities living alongside the river. The shape of the text 

represents the flow of the river, but this is visualised through colours extracted from 

photographs taken from the mud banks and grasses above what is now a much lower 

waterline along the river banks, on a boat trip to the village of Muang Ngoi. A visual poem 

in this sense can provide a limited picture of environmental change, hopefully 

representative of some of the community’s voice and concerns. It would be interesting to 

view the changing colours in the landscape again in future years and also to compare with 

images from the past. 

In contrast to the more appositional reading sequences of ‘Each field and instant 

haiku’ and ‘Impending storm’, the next poem in the sequence is likely to invoke a more 

oppositional form of reading. ‘Than Yu Dai Moh’ is set in caves outside the village of Muang 

Ngoi, referred to above.55 The oppositional aspect of this poem is not invoked through 

grammatical attenuation, however, but through the unguided linearity of repeated lines in 

different font sizes. A reader’s eyes may be drawn from larger to smaller text, creating a 

variation in scriptons being read or repeated. The poem is set in the caves above Muang 

Ngoi, where hundreds of people sheltered from the US bombing campaign. 

Than Yu and Dai Moh are deities in Lao belief. Dai Moh is said to feed on the souls 

of dying children and the only person who can protect the children is her lover, Than Yu.56 

Than Yu’s presence is invoked through the wearing of a wooden mask carved in his image, 

which is said to seduce and distract Dai Moh from the children’s illnesses. Even today, there 

are numerous discarded medicinal ampules strewn across the floor of the main cave, 

 
54 See above, Vol. 1, p. 64 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/impendingstorm.html>  
55 See above, Vol. 1, p. 65 and <https://users.aber.ac.uk/jpm/phd/altar-of-
leaves/thanyudaimoh.html>  
56 Traditional Arts and Ethnology Centre, Cultural Diversity in Laos: Stories from the Traditional 
Arts and Ethnology Centre (Luang Prabang: Traditional Arts and Ethnology Centre, 2012), p. 
50. 
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alongside Buddhist shrines that are regularly maintained to appease the spirits still residing 

in the cave. The unguided linearity of the text here voices the fevered breathing of the 

inhabitants, with each letter increasing and decreasing by one point size with each 

successive character. The duality of script, in turn, can create the reading motions of a heard 

echo, with the reader duplicating anything from single words to full lines in their own 

reading, much as spoken words might be heard by echoes in a cave. At this point in the 

writing process, I had no control over the size of each character after setting the technique in 

motion and by the middle of the poem, the smallest words had almost completely 

disappeared. The repetitions may be heard like echoes and seen as laboured breathing, but 

through perseverance with increasing and decreasing font size in the poietic aspect of 

writing the text manages to survive, much like the more fortunate inhabitants of the cave. 

 

4.5 Interpreting Experience through Voice-marked Text 

An alternative way of voicing experience, this time reflecting historical events, is through 

the voice-marking of textual elements. The poem ‘Odpor / Resistenza / Resistance’, in 

Creative Collection 1, offers a view of a long poem as temporal duration and sufferance.57 

‘Odpor / Resistenza / Resistance’ is set in the casemates and cells of Špilberk Castle, Brno, 

Czech Republic. In 1820 the Italian poet, Silvio Pellico was imprisoned in Špilberk Castle by 

the Austrian authorities who controlled the region at the time. He was imprisoned for his 

role in publishing the underground political newspaper Il Conciliatori and for his 

involvement in the Carbonari resistance movement, opposing Austrian control of the Italian 

states. Pellico’s memoir, Le mie prigione / My prisons, is a restrained account of what must 

have been tortuous conditions and extreme cold, which he tells through the illnesses from 

which his fellow prisoners suffered, but not directly in his own critical voice.58 

 I was inspired to search for references to the Carbonari movement from seeing 

gravestones outside the walls of the castle, from which I made the connection with Pellico. I 

returned on a separate visit to make recordings and write on location in the casemates and 

cells, re-imagining the relationships between Pellico and his fellow prisoners. The 

 
57 See above, Vol.1, p. 19 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/resistance.html>  
58 Silvio Pellico, My Prisons / Le mie prigione, trans., intro. and notes by I.G. Capaldi, frwd. By 
Archibald Colquhoun (London: Oxford University Press, 1963) 
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subsequent poem draws upon Pellico’s own unwillingness to pass judgment in his memoir, 

opting, perhaps by way of survival instinct, to offer a very matter-of-fact account of his 

incarceration. In writing the poem, I have created a shaped linear temporal abstraction with 

interwoven voice-marked move and counterpoints. The distinctive iterative feature of this 

poem is the method of voice marking, using what Mayer called ‘penetrated’, or struck-

through words juxtaposed with vocalisations in otherwise-marked, unpenetrated script.59 

The four principle voicings are: imagined use of descriptive adjectives and adverbs written 

in superscript text; imagined use of verbs written in subscript text; imagined use of personal 

pronouns in struck-through text; imagined use of second person and third person references 

in drop shadow text. All of these imagine Pellico’s personal thoughts, marked only by the 

chains and restraints of not wishing to further antagonise the authorities, reserving his 

future publishing capabilities as the voice of ultimate resistance.60 

 

4.6 A Post-Critical Reading of the Visual Voice 

Despite the connections readers can make with any of the poems in these collections, they 

still deny, by lack of adherence to any single tradition, what Rita Felski has referred to as 

‘slice of time’ interpretations that critique poems via the time-bound genres or 

categorisations of genres to which they correspond.61 Felski gives examples from literary 

fictions such as ‘Victorian cultural studies’ and ‘medieval cultural studies’, with strongly 

established critical approaches. In terms of visual poetry, this may equate to approaches 

such as Brazilian Concrete Poetry and Spanish Ultraist Poetry, which have clearly defined 

parameters, sometimes categorised by manifestos, as to what may be considered 

representative of the genres.62  

 Instead, what my poems create is an idiom for writing and reading through elements 

of landscape, place, event and experience that captures spatial and temporal elements in 

literal, figurative and abstract representations that do not fit into established approaches. 

Felski asserts that ‘post-critical is not uncritical’, however, with each reader free to respond 

to their own interpretation of a poem at the time of reading, re-reading or beyond. It creates 

 
59 Mayer, p. 110. 
60 The words Odpor and Resistenza in the title are Czech and Italian translations of Resistance. 
61 Felski, p. 162. 
62 Bohn, pp. 19-48 and 119-140. 
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a sense of text-as-scene and text-as-seen. Text-as-scene, i.e., text image poem, represents the 

writer’s own voice in a highly stylised manner that may emerge metaphorically, through 

distinctive repeated motifs, as visual voice. Text-as-seen represents the reader’s own 

interpretation and response, through their own memories or imaginations of the traces of 

what is perceived of location or event depicted in a poem. This is in effect the emergence of a 

dichotomy between place and event-based ideation, providing agency to visually voice what 

is there and what has been there, sometimes in a highly intangible and thoroughly abstract, 

but nevertheless evocative and representative way. It is captured as a materially mediated 

visualisation of voice, firstly for the writer’s expression, but also for the reader’s response, 

which in itself grants further agency to the writer in continued shaping and evolving of the 

writer’s voice. As Felski states: 

 

Interpretation becomes a coproduction between actors that brings new things to light 

rather than an endless rumination on a text’s hidden meanings or representational 

failures.63  

 

The idea of coproduction can be extended here to the more performative aspect that 

emerged in a series of reader responses to the first poem of the ‘Landwriting’ collections, 

‘Something, somewhere, inverse we Behold’ (themes discussed extensively in Chapter 2).64 I 

presented this poem at the E-Poetry Festival, hosted at Kingston University in 2013.65 Using 

the double-glazed text installation of the poem, I engaged a small number of conference 

delegates in a series of performative, recorded readings of ‘Something, somewhere, inverse 

we Behold’. Post-critical reading and response gave direct agency to the readers to voice to 

their own coproduction and performance of the poem. 

I had initially imagined that readers would read and respond to this through the 

interpolated textons that could be read between the two panels of the installation but found 

that readers took a more open scripton-based approach to the exercise. I asked interested 

 
63 Felski, p. 174 (italics removed from original) 
64 See above, Vol. 1, pp. 2-3 and <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/something.html>, <https://users.aber.ac.uk/jpm/phd/place-still-
imagined/somethingglass.html>  
65 E-Poetry, 2013 
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delegates to do a recorded reading of the poem, in the conference’s exhibition space, in 

whichever way they chose and then asked for a recorded response as to why they chose to 

do it that way. One of the more expressive readings and responses came from prominent 

videopoet, and author of Videopoetry: A Manifesto, Tom Konyves.66 In the response Konyves 

positions my own work as source material, enabling his own voice as reader and co-creator 

of the newly titled ‘Everything’s a performance by Tom Konyves’ (reading and response 

reproduced with permission below). In the reading, Konyves was able to catch something of 

the cyclical motion of the waves captured in the initial visualisation but was able to use that 

motion through his own voice in a highly rhythmic and thoughtful reading. As a follow-up 

to the reading, I asked for the recorded response, which began to highlight how the reader’s 

voice was just as important as the writer’s voice in shaping ways of reading visual poetry 

and informing the emergence of voice. 

 

Everything’s a performance by Tom Konyves 

Beautiful 

Beautiful 

Beautiful 

Beautiful  

Sandscape 

Navigate 

Navigate 

Sandscape 

Depth 

The beach 

The beach 

Composed 

Rare 

Yet still  

Rain 

 
66 Tom Konyves, ‘Videopoetry; A Manifesto’ (2011) 
<https://issuu.com/tomkonyves/docs/manifesto_pdf> [accessed 3 June 2021] 
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Rare 

Yet still rain 

Something 

Nineteen thirties 

Something nineteen thirties 

Somewhere 

Rua Infante de Sagres 

Something I can't catch just out of reach 

Something indeed Henry might just refrain 

Something perhaps ninety years older 

Something that's really much more prosaic 

Something the wild campers already knew 

Somewhere to behold the most foolhardy brave 

Somewhere in search of the once boundless sea 

The once boundless sea 

Somewhere nations once crossed the ocean 

Somewhere nations once crossed the ocean 

A souvenir 

An artefact 

Daily routine 

Somewhere daily routine 

Somewhere at this old World's End inbetween 

Inbetween the ocean 

Nations once crossed the ocean 

Nations once crossed the ocean 

Somewhere in the search of once boundless sea 

Somewhere nations once crossed the ocean 

Something 

Something that's really much more prosaic 

Something I can't catch 

Rarer yet still 
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Rare rain 

Rare rain 

Composed on the beach 

Navigate 

Breeze 

Navigate 

Breeze 

Beautiful 

Beautiful 

Beautiful 

 

Tom Konyves’s follow-up response 

‘So, I consider text as raw material that we bring to different forms of expression. 

Certainly, in visual poetry and video poetry and in performance poetry, we should 

consider the text as raw material. So, if someone provides us the way John just 

provided me with some raw material, it doesn’t mean that I should take the entirety 

of that raw material and incorporate it into a new format. I think that raw material 

should be like a palette. Like a painter’s palette where you dab, and you look at and 

you say, ‘I need a little bit of this and a little bit of that’. Of course, there’s the 

performance aspect of it so I’m looking for words that are colourful, that are 

dramatic and can create a certain kind of rhythm that suggests poetry. And again, it’s 

raw material and sometimes it’s the sense, sometimes it’s the semantic beauty of the 

words. Sometimes it’s the sonorous beauty of the words, but there’s a definite 

selection taking place and this selection process is really based on our–, on the years 

and years of having ingested poetry from all these different forms of expression and 

having heard sound poetry recited for years and years and to be able to take that 

experience and apply it to the raw material; that of John’s words.’ 

 

What can be seen through this reading is the multiple layers of visual voice, firstly 

through the writer’s text as a completed work representative of my own experience and 

secondly as a source of material for remixing into the emergent reader’s voice. Mark 
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Amerika has identified such collaboration as a form of ‘speculative play’ that utilises the 

media at our disposal towards making ‘various iterations of the work available for others to 

use in their own remixological performances’.67 Amerika claims this as a challenge to 

established scholarly practice, via engagement in ‘new modes of theoretical performance’ 

that allow identification with ‘whatever persona I am in the process of becoming’.68 As such 

both text and voice, in visual and expressive terms, remain potential to the possibilities of a 

wide range of interpretations, representations, responses and voices. 

 

4.7 Contributions, Extensions and Conclusion  

This critical commentary has provided a reflexive analytical account of my own poietic 

intermedial writing practices for the creation of the four collections of visual poems 

presented in Volume 1 of this study. The writing and making of the poems is determined in 

relation to the extensive typology of sensory and textual elements that forms the central 

method of my poietic writing practice. Through the application of the typology, it becomes 

possible to visibly identify traces of place, event and experience in the poems, towards a 

conceptualisation of writing with landscape features; a technique that is able to capture both 

visualisation and engagement, as opposed to the engagement found in a textually linear 

process of writing about those features. 

 In itself, such an approach to visual writing engages what can be defined as a 

moment of apprehension where a person connects with the traces of landscape or place, 

along with event and experience. It extends the thinking of Michel Leiris, who stated: 

 

Certain sites, certain events, certain objects, certain very rare circumstances give us, 

in fact, the impression, when it so happens that they appear before us or that we are 

caught up in them, that their function in the general order of things is to put us in 

touch with what is most intimate, and usually most turbid, if not most impenetrably 

hidden, about ourselves.69 

 

 
67 Mark Amerika, Remix the Book (Minneapolis: University of Minnesota Press, 2011), p. xi. 
68 Amerika, p. xii. 
69 Michel Leiris, The Mirror of Tauromachy, illus. André Masson, trans. Paul Hammond 
(London: Atlas Press, 2007), p. 23. 
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 What Leiris alludes to here, is that there is a moment of apprehension, connecting 

self and impressions within place and event, through which the writer becomes attuned to 

some of the sensory, cultural, metaphysical and physical elements of trace, as it relates to 

their own experience. The writer is able to see aspects of traces through new, or unrealised 

perspectives, such as the reading I discovered through my own experience, related to the 

theme of the Moor’s sigh in ‘El suspiro del Moro’.70 This in turn has the capacity to re-voice 

experience that may have other popular, established historiographical or othered orientalist 

views, such as those depicted in relation to this account by Washington Irving.71 This is not 

to say my own interpretation as a writer carries any greater truth or validity as a voice of 

representation, but is does call into question established voices, with a view to redressing 

perspectives and given meanings of events. At this point the traces of forgotten, assumed or 

trivialised places, events and experiences re-enter the cultural domain through a person’s 

interpretation, in this case with the creation of a new visual and literary text, realised and 

made manifest through the circumstantial relationship between referent and person.  

In relation this perspective on traces of place, event and experience, this study makes 

a series of contributions to the fields of visual, experimental and digital media poetics, 

landscape poetries and literary studies, each of which has informed my work at identified 

stages. The contributions have the capacity to further inform theories, practice, further 

discussion and research in creative and literary fields. The specific contributions can be 

identified in relation to the research question, aim and objectives identified at the beginning 

of this critical commentary (reviewed below). 

In relation to the first objective on intermedial process, this study outlines ways of 

looking at landscape, place and experience as tangible elements that can be drafted and 

arranged within a poem, combining, sensory and textual elements. While this is evident in 

other visual, digital and literary works, few have developed the aesthetic value of the text 

through stylised elements of digitally mediated colour and shape to engage with the traces 

apprehended on location. Through the sixty poems created for this study, I have been able 

to identify styles of writing for the sequencing of textons and stanzas that are representative 

of the referents and readable in multiple, or even infinite sequences. While visual, digitally 
 

70 See above, Vol. 1, p. 45 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/suspiro.html>  
71 Irving 
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mediated and experimental poetries have the capability for this, there are fewer studies on 

the actual embodiment and use of traces within the field. In contrast to this, work within 

landscape poetries does engage with this kind of stylised static imagery, but the poetries are 

largely distributed through black and white print publications and while they may identify 

shape, dimension and other cultural or metaphysical characteristics, they make no direct 

reference to the nature of the depicted trace.72 

The second objective examines how digital material arrangements can be used 

towards a metaphorical concept and practice of writing with the land, or with aspects of 

event and experience. The contribution of my work in this sense builds on the first objective 

and contribution in terms of seeing the traces as ephemeral or tangible materials that can be 

captured in both sensory and digitally mediated ways. The sensory provides the initial 

shape and characterisation of identity in the poems, followed by the digitally mediated 

techniques that can be used to transfer colour and shape into an intermedial document, 

where each element in the process does not stand alone in the production of the whole. The 

poem comes to represent either an abstract, literal or figurative depiction of the whole. The 

sense here that it is conceived and written with aspects of the landscape emerge as an 

ongoing discussion which will be of particular interest in fields of landscape poetries, where 

place and identity are irrevocably linked, but not necessarily determined in this view. 

The third objective identifies the more technical aspect of designing the descriptive 

typology for writing of sensory and textual elements. This stands as the central, reflexive 

method, whereby at initial stages the poietic process emerged as a form of undocumented 

and unguided creative practice, into what Josef Albers has identified as ‘the criteria of 

creativity’ which ‘promotes “thinking in situations”’.73 This view of a typology as criteria 

offers a kind of bibliographic description not widely seen in visual and digital poetries. This 

idea was inspired by Fredson Bowers’s Principles of Bibliographic Description, in which all 

features of a book can be named and defined.74 It proved to be a challenging and intriguing 

idea that could build on the work of Peter Mayer and his typology of ‘ornament and 

 
72 cf. Macfarlane, 2016  
73 Josef Albers, Interaction of Color, 50th Anniversary Edition (New Haven: Yale University 
Press, 2013), p. 68. 
74 Bowers 
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representation’.75 At this stage, the typology can describe all aspects of sensory and textual 

elements identified to date, and at this level of detail, it offers a distinct contribution to 

visual and digital poetries. It works towards a future indexing of typological characteristics 

that is expected to be usable by other writers and practitioners, to complement, inform and 

be further informed by their own practice. 

 The fourth objective establishes the basis for how the stylistic approach emerging 

from this study is able to inform the development of the writer’s visual voice. The poems are 

textually configured to support alternative readings that represent the voices of readers, 

along with unknowing participants, who may appear as subjects in the poems, as co-creative 

agents. The stylisation of the work, further enabled and formalised by the application of the 

typology and program grammar, provides a clearly distinctive style that I can confidently 

call an individual voice. This works in the same way in which a writer’s voice may textually 

and thematically be defined as individual to the writer. As it stands, discussions on the 

visual voice are not widely identifiable within visual and experimental poetries and this 

aspect of the work seeks to define and open discussions on this concept. 

Voice can also be seen here as the way in which readers respond, as seen in the 

reading above by Tom Konyves, who spontaneously recited a version of my own poem. 

This version was specifically titled, not so much as a reworking, but as a performative 

version attributed to Konyves as co-creative participant or author. Within the wider view of 

creating versions of works, this further enables the voice of the reader as active respondent. 

It enables an agency for the voicing and presence of unknowing and unnamed participants 

whose experience is represented through the poems. If this is done in a culturally sensitive 

way that seeks no privilege, cultural or commercial appropriation on the part of the writer, it 

can serve to highlight particular experiences, issues or concerns of the depicted participants 

towards a wider cultural appreciation and awareness of the people and the conditions in 

which they have lived.   

As an extension to this study, there are a number of areas for further research and 

practice that have emerged through the creative and critical engagement. They can be 

categorised in three main areas: extensions of research and publication; development of 

academic courses; and independent publishing practices in differential media writing. Each 

 
75 Mayer, p. 110. 
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of these is able to directly inform the others in a manner that engages more widely with 

fields of visual, digital and literary studies under the umbrella of digital arts and humanities 

research, scholarship and practice. 

In terms of the digital humanities, Anne Burdick, et al. have identified an extensive 

range of questions for the development of scholarship, research and practice.76 Among these 

questions is the basic premise of ‘creative practice harnessing cultural, social, economic and 

technological constraints in order to bring systems and objects into the world’.77 The idea of 

working between further research into the nature, making, teaching, publishing and 

dissemination of digitally mediated text objects and typological ways of describing and 

analysing such objects, is the perspective that immediately informs what I would like to do 

and what is needed in relation to this study.  

Further research and publication will be conducted, either in separate research 

papers or as a series of textbook chapters, as opportunities arise. Initially this would include 

the extended practical application, testing and revision of the typology as the central method 

of this study. It would be valuable to identify how extensive the typology is in relation to 

my own continuing poietic practice and the extent to which it can be used with the creative 

work of other writers and practitioners. The consideration here is to identify the extent to 

which my work is a limited study with its own internal logic and outputs, or whether it is 

more widely or universally applicable, and how it can be adapted to complement, and be 

complemented by other visual, experimental and digital poetic practices. 

 Another area for investigation includes the metaphorical idea of writing with the 

land and how the metaphorical framing of this concept can be used to capture a public 

imagination, towards a wider appreciation and definition of different working practices. A 

wider range of working practices already exist that could be defined in these terms, such as 

the work of writers and artists in the Wordsworth and Bashō: Walking Poets collection, edited 

by by Mike Collier and Janet Ross. The idea of writing with the land extends their own view 

of ‘visual form which can “mimic the texture of thought”’.78 It would be valuable here to 

further categorise how a number of different scholars and practitioners would respond to 

 
76 Anne Burdick, Johanna Drucker, Peter Lunenfeld, Todd Presner and Jeffery Schnapp, 
Digital Humanities (Cambridge: The MIT Press, 2012) 
77 Burdick et al., p. 13. 
78 Collier and Ross, p. 9. 
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writing with the land as a prompt to an interview-based ethnographic study into the 

concept. In a similar vein, the concept of visual voice emerges, again as a metaphorical 

concept and also with the effect of gaining wider definition and recognition. 

As this study has created a fully reproducible framework for the writing and making 

of visual poetries, sections of this work could now be adapted, extended and revised with 

relative ease into a series of lectures, seminars and workshops for the development of 

academic modules in visual and digital poetics. The possible variations on this theme 

prospectively include (but are not limited to) modules with the following working titles: 

‘Visual Poetries: A Poetics Laboratory Workshop Course’; ‘Visual Poetries: From Historical 

Approaches to Contemporary Practices’; ‘From Historical Pattern Poetries to Contemporary 

Visual Poetries’; and ‘Differential Media and the Publishing of Poetries’. In themselves they 

represent areas that are highly likely to be of interest to students, as identified from student 

engagement and creative response in a lecture and seminar series that I taught prior to 

embarking on this research study. In addition to this, such programmes now represent ways 

of diversifying the study of arts and humanities in areas that facilitate practical applications 

relevant to professional publication and future employability, not all of which are taught in 

traditional arts and humanities courses. 

A third, more independent extension of this study would be the continued work in 

writing and publication of poems, but here as they relate to the idea of small press 

publishing for differential texts. In parallel to this study, I have been working on the 

development of print-based versions of some of my longer poems that cannot be viewed as 

a whole readable text in a single computer screen, e.g. ‘Playa de los Muertos’, among other 

longer pieces.79 In order to provide an alternative view in which the reader can see and read 

the text as a singular text object, which in this case is 93cm x 7cm, I have printed and bound 

such poems as concertina books (not included in this thesis to avoid creating a thematic 

tangent). These have proved extremely interesting to the limited number of readers who 

have engaged with them, through both the supervision of this thesis and through 

presentation at local poetry readings.  

 
79 See above, Vol 1, p. 46 and <https://users.aber.ac.uk/jpm/phd/colour-of-
water/losmuertos.html>  
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This project would work towards the print and publication of artists’ books designed 

by creative practitioners who seek further advice and a network for publication. It can 

include print and publishing of my own work of concertina, hand-stitched and blizzard 

bound editions, among other formats.80 With such editions I have been using specially 

sourced sustainable sa (renewable mulberry bark) and washi papers from Laos and Japan. 

Another strand of this initiative could include digitally mediated formats that remediate 

print-based editions, either of my own work or the work of others. 

In summary, what I have created with this collection of sixty poems and the 

associated critical commentary, is a highly original study that has the potential to inform a 

range of practices that lie in and between visual, experimental and digital poetries, 

landscape writing, literary studies and related creative practices. The study has developed a 

fully reproducible process in which I have created, by way of extension to earlier studies, a 

working typology for the description and design of visual poems. In itself this provides a 

way of working with a chosen design software as an individualised program grammar, 

towards the typological indexing of the highly stylised designs that have emerged. Each one 

of these designs is a unique visual poem in itself that conveys, metaphorically, a sense of 

writing with the land, or with events or experiences from the depicted locations of the 

poems. This kind of embodied writing as experience gives rise to the emergence of a 

distinctive aspect of voice that is visual in nature, not only in its direct imagery, but also in 

its ability to provide alternative readings that engage a reader’s own voice, at the same time 

as enabling the voice of non-participating agents in the work. Every walk we take and every 

text we read is an act of engagement with the traces of landscape, place, event and 

experience, in which readers become co-creative participants in ways that writers are not 

always aware. 

  

 

 

 
80 For a demonstration of the professionally published blizzard bound edition, from which I 
learned by trial and error to make smaller A4 sized editions, see the still images and video 
at: <http://rasikabooks.com/Crags-and-Ravines-Make-a-Marvellous-View>  



 97 

Bibliography 
 
Aarseth, Espen J., Cybertext: Perspectives on Ergodic Literature (Baltimore: The Johns Hopkins 
University Press, 1997) 
 
Acker, Kathy, ‘Lust/A Sailor’s Slight Identity’, in Kathy Acker Papers, 1972-1997 and Undated 
<https://archives.lib.duke.edu/catalog/acker_aspace_edc82b4f536bea88ad22d7feeb750bb1> 
[accessed 10 June 2021], reproduced in Ioannou, Dimitra (ed.) Now I This Story the Way I 
Dream: paper A) GLIMPSE) OF) 01 (Athens: A) GLIMPSE) OF), 2013) 
 
Adlon, Percy, dir. Bagdad Café (Island Pictures, 1987) 
 
Albers, Josef, Interaction of Color, 50th Anniversary Edition (New Haven: Yale University 
Press, 2013) 
 
Alexander, Neal and David Cooper, eds., Poetry and Geography: Space and Place in Post-War 
Poetry (Liverpool: Liverpool University Press, 2013) 
 
Amerika, Mark, Remix the Book (Minneapolis: University of Minnesota Press, 2011) 
 
Apollinaire, Guillaume, The Selected Writings of Guillaume Apollinaire, trans. and intro. by 
Roger Shattuck (New York: New Directions, 1971) 
 
Apollinaire, Guillaume, ‘Il Pleut’, SIC Vol.12, Paris, 1916, ed. Pierre Albert-Birot. 
Reproduction of original typeset version: Revue SIC, public domain (2013) 
<http://commons.wikimedia.org/wiki/File:Ilpleut.png> [accessed 10 June 2021] 
 
Barthes, Roland, Camera Lucida (London: Vintage Classics, 2000) 
 
Bashō, Matsuo, The Narrow Road to the Deep North and Other Travel Sketches (London: Penguin 
Classics, 2005) 
 
Bie Brahic, Beverley, ‘Voluptuous Striving: Letters on the Arts of Love and Poetry’, Times 
Literary Supplement, 5 March 2019 
 
Bloch, Bernard and George L. Trager, Outline of Linguistic Analysis (Baltimore: Linguistic 
Society of America/Waverly Press, 1942). In Lyons, John Language and Linguistics: An 
Introduction (Cambridge: Cambridge University Press, 1981) 
 
Bloch, R. Howard, One Toss of the Dice: The Incredible Story of How a Poem Made Us Modern 
(New York: Liveright Publishing, 2017) 
 
Block, Friedrich W., ‘Acht Finger digitaler Poetik / Eights Digits of Digital Poetics’. In Block, 
Friedrich W., Christiane Heibach and Karin Wenz, eds, p0es1s.Ästhetik digitaler Poesie / The 
Aesthetics of Digital Poetry (Ostfildern-Ruit: Hatje Cantz, 2004) 
 



 98 

Block, Friedrich W., Christiane Heibach and Karin Wenz, eds, p0es1s.Ästhetik digitaler Poesie / 
The Aesthetics of Digital Poetry (Ostfildern-Ruit: Hatje Cantz, 2004) 
 
Bloom, Jonathan M., ‘Paper in Sudanic Africa’. In Jeppie, Shamil and Souleymane Bachir 
Diagne, eds, The Meanings of Timbuktu (Cape Town, HSRC Press, 2008). 
 
Bohn, Willard, The Aesthetics of Visual Poetry 1914-1918 (Chicago: The University of Chicago 
Press, 1986) 
 
Bohn, Willard, Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011) 
 
Bonnefoy, Yves, The Arrière Pays, trans. and intro. Stephen Romer (London: Seagull Books, 
2012) 
 
Bootz, Phillipe, ‘The Problematic of Form: Transitoire Observable: A Laboratory for 
Emergent Programmed Art’, in Dichtung-digital, 35 (2005) <http://www.dichtung-
digital.de/2005/1/Bootz/index.htm> [accessed 30 June 2022] 
 
Bowers, Fredson, Principles of Bibliographical Description, intro. G. Thomas Tanselle (New 
Castle: Oak Knoll Press, 1994) 
 
Broug, Eric, Islamic Geometric Patterns (London: Thames and Hudson, 2016) 
 
Burdick, Anne, Johanna Drucker, Peter Lunenfeld, Todd Presner and Jeffery Schnapp, 
Digital Humanities (Cambridge: The MIT Press, 2012) 
 
Calvino, Italo, The Castle of Crossed Destinies (San Diego: Harcourt Brace and Company, 1977) 
 
Chitakasem, Manas and Andrew Turton, eds, Thai Constructions of Knowledge (London: 
School of Oriental and African Studies, 1991) 
 
Cohen, Albert, Book of My Mother (London: Peter Owen, 1997). In Zambra, Alejandro, Not to 
Read, trans. and ed. Megan McDowell (London: Fitzcarraldo Editions, 2018) 
 
Cole, Peter and Terry Winters, On Being Drawn (London: Sylph Editions, 2020) 
 
Collier, Mike and Janet Ross, eds, Wordsworth and Bashō: Walking Poets (Sunderland: Art 
Editions North, 2014) 
 
Danielewski, Mark Z., House of Leaves, 2nd edn. (New York: Pantheon Books, 2000) 
 
Davies, Sioned, trans. and intro, The Mabinogion (Oxford: Oxford University Press, 2007) 
 
de Cervantes, Miguel, Don Quixote (London: Visual Editions, 2015) 
 
del Vando-Vilar, Isaac ‘En el Infierno de una Noche’, Grecia October 30 1919, in Willard 
Bohn, Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011), p. 27. 



 99 

 
Denzin, Norman K., Interpretive Autoethnography, 2nd edn. (Los Angeles: Sage, 2014) 
 
Derrida, Jacques, Limited Inc (Evanston: Northwestern University Press, 1988) 
 
Der Vang, Mai, Afterland (Minnesota: Graywolf Press, 2017) 
 
Drucker, Johanna, The Visible Word: Experimental Typography and Modern Art, 1909-1923 
(Chicago: The University of Chicago Press, 1994) 
 
EBAHL/Casa do Fado e da Guitarra Portuguesa, Roteiro de Fado de Lisboa / Lisbon Fado’s Guide 
(Lisboa/Lisbon: Câmara Municipal de Lisboa, Pelouro de Reabilitação Urbano, 2001) 
 
E-Poetry, ‘E-Poetry Festival’ (17-20 June 2013) Kingston University, 
<http://writing.upenn.edu/epc/e-poetry/2013/> [accessed 10 June 2021] 
 
Felski, Rita, The Limits of Critique (Chicago, The University of Chicago Press, 2015) 
 
Fenellosa, Ernest, The Chinese Written Character as a Medium for Poetry, ed. Ezra Pound (San 
Francisco: City Light Books, 1936) 
 
Finlay, Alec, 14 Views on the Isle of Skye (Portree: Atlas Arts, 2013) 
 
Finlay, Alec, Gathering (Zurich: Hauser and Wirth, 2018) 
 
Frederick, Matthew, 101 Things I Learned in Architecture School (Cambridge: The MIT Press, 
2007) 
 
Gaiman, Neil, Stardust (New York: Avon Books, 1999) 
 
Gilson, Étienne, Introduction aux arts du beau (Paris: Vrin, 1963), in Nattiez, Jean-Jacques, 
Music and Discourse” Toward a Semiology of Music, trans. Carolyn Abbate (Princeton: 
Princeton University Press, 1990) 
 
Glazier, Loss Pequeño, Digital Poetics: The Making of E-Poetries (Tuscaloosa: The University of 
Alabama Press, 2002) 
 
Gomringer, Eugen, ‘From Line to Constellation’, Augenblick (1955), reproduced at 
Broodthaers Society of America, ‘From Line to Constellation’ 
http://www.broodthaers.us/MEDIA/00965.pdf [accessed 30 June 2022] 
 
Gullar, Ferreira (no citation), in Perrone, Charles A., Seven Faces: Brazilian Poetry Since 
Modernism (Durham and London: Duke University Press, 1996) 
 
Hall, Steven, The Raw Shark Texts (Edinburgh: Canongate, 2007) 
 



 100 

Herzogenrath, Bernd, ed., Travels in Intermedia[lity]: ReBlurring the Boundaries (Hanover: 
Dartmouth College Press, 2012) 
 
Higgins, Dick, Pattern Poetry: Guide to an Unknown Literature (New York: The State 
University of New York Press, 1987) 
 
Higgins, Dick, Horizons (UBU Editions: < https://ubu-
mirror.ch/ubu/pdf/higgins_horizons.pdf>, 2007) [Accessed 30/6/2022] 
 
Hill, Crag and Nico Vassilakis, eds, The Last VISPO Anthology: Visual Poetry 1998-2008 
(Seattle: Fantagraphics Books, 2012) 
 
Howarth, Peter, ‘“Water’s Soliloquy”: Soundscape and Environment in Alice Oswald’s 
Dart’, in Alexander, Neal and David Cooper, eds., Poetry and Geography: Space and Place in 
Post-War Poetry (Liverpool: Liverpool University Press, 2013) 
 
Ioannou, Dimitra (ed.) Now I This Story the Way I Dream: Paper A) GLIMPSE) OF) 01 (Athens: 
A) GLIMPSE) OF), 2013a) 
 
Ioannou, Dimitra, ed., ‘Presentation of Paper A) GLIMPSE) OF) 01’ (2013b) 
<https://aglimpseof.net/presentation-of-the-paper-aglimpseof-01/>(Athens: 
<http://www.aglimpseof.net>) 
 
Irving, Washington, Tales of the Alhambra (Granada: Ediciones Miguel Sánchez, 2002) 
 
Jamie, Kathleen, The Bonniest Companie (London: Picador Poetry, 2015) 
 
Jeppie, Shamil and Souleymane Bachir Diagne, eds, The Meanings of Timbuktu (Cape Town, 
HSRC Press, 2008). 
 
Kevelson, Roberta, Inlaws/Outlaws. A Semiotics of Systemic Interaction: ‘Robin Hood’ and the 
‘King’s Law’ (Bloomington: Indiana University, 1977) 
 
Konyves, Tom, ‘Videopoetry; A Manifesto’ (2011) 
<https://issuu.com/tomkonyves/docs/manifesto_pdf> [accessed 3 June 2021] 
 
Lattimore, David, ‘Army Carts: Protest, Paradox, and Allusion in a Chinese Literary Ballad, 
the “Pińg-chü Hsińg” of Tù Fú (712-770)’ (unpublished MS), in Kevelson, Roberta, 
Inlaws/Outlaws. A Semiotics of Systemic Interaction: ‘Robin Hood’ and the ‘King’s Law’ 
(Bloomington: Indiana University, 1977) 
 
Leiris, Michel, The Mirror of Tauromachy, illus. André Masson, trans. Paul Hammond 
(London: Atlas Press, 2007) 
 
Levine, Caroline, Forms: Whole, Rhythm, Hierarchy, Network (Princeton: Princeton University 
Press, 2015) 
 



 101 

Lyons, John, Language and Linguistics: An Introduction (Cambridge: Cambridge University 
Press, 1981) 
 
Macé, Marielle, ‘Ways of Reading, Modes of Being’, New Literary History 44 (2013), 213-229 
 
Macfarlane, Robert, Landmarks (London: Hamish Hamilton, 2015) 
 
Macfarlane, ‘Ice Voices’, Reliquiae Vol. 4 (Corbel Stone Press, 2016), 26-31 
 
Mallarmé, Stéphane, The Book, trans. and intro. Sylvia Gorelick (Cambridge: Exact Change, 
2018) 
 
Marinetti, F.T., Manifesto della Aeropittura, September 22, 1929. In Bohn, Willard, Reading 
Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011) 
 
Marinetti, F.T., Manifesto dell’ Aeropoesia, La Gazzetta del Popolo, October 22, 1931. In Bohn, 
Willard, Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011) 
 
Markovits, Stephanie, ‘Form Things: Looking at Genre through Victorian Diamonds’, 
Victorian Studies 52/4, 2010, p. 598. In Levine, Caroline, Forms: Whole, Rhythm, Hierarchy, 
Network (Princeton: Princeton University Press, 2015) 
 
Mathews, Harry and Alastair Brotchie, eds, Oulipo Compendium (London: Atlas Press, 2011) 
 
Mayer, Peter, ‘Framed and Shaped Writing’, Studio International 176, No. 903, (1968), 110-114 
 
Meillassoux, Quentin, The Number and the Siren: A Decipherment of Mallarmé’s Coup de Dés 
(Falmouth: Urbanomic, 2012) 
 
Mellado, Marcelo, Informe Tapia (Santiago: La Calabaza del Diablo, 2004). In Zambra, 
Alejandro, Not to Read, trans. and ed. Megan McDowell (London: Fitzcarraldo Editions, 
2018) 
 
Mines Advisory Group, ‘Laos’ <https://www.maginternational.org/what-we-do/where-we-
work/laos/> [accessed 8 June 2021] 
 
Mitchell, Stephen, Gilgamesh: A New English Version (London: Profile Books, 2004) 
 
Molino, Jean 1976 (reference not included in bibliography), in Nattiez, Jean-Jacques, Music 
and Discourse” Toward a Semiology of Music, trans. Carolyn Abbate (Princeton: Princeton 
University Press, 1990) 
 
Morikawa, Masahiro, Sebastian Taylor and Marjie Persons, ‘Deaths and Injuries Due to 
Unexploded Ordnance (UXO) in Northern Lao PDR (Laos), Injury 29/4 (1998), 301-304 (p. 
304). 
 



 102 

Morgan, John, ‘Howling Blue Dog’ (2013a) 
<https://users.aber.ac.uk/jpm/visual/bluedog.htm> [Accessed 5 September 2019] 
 
Morgan, John, ‘Somnambulucide’, in ‘Presentation of the paper aglimpseof 01’, ed. by Dimitra 
Ioannou (2013b) <https://aglimpseof.net/presentation-of-the-paper-aglimpseof-01/> 
[accessed 5 September 2019] 
 
Morgan, John, ‘Seven Voices // Pluie d'Automne / ΕΠΤΑ ΦΩΝΕΣ // Pluie d'Automne’, in 
From Mouth to Mouth, paper A) GLIMPSE) OF) 02, ed. by Dimitra Ioannou (2014) 
<https://aglimpseof.net/paper-aglimpseof-02/> (English), 
<http://aglimpseof.net/%CF%87%CE%AC%CF%81%CF%84%CE%B9%CE%BD%CE%BF-
aglimpseof-02/> (Greek) 
 
Morgan, John, ‘Not without newsprint / / Mε την έντυπη εφηµερίδα’, in Gaia’s Flesh, A) 
GLIMPSE) OF) 17, ed. by Dimitra Ioannou (2015) <https://aglimpseof.net/tag/issue-17/> 
(English) 
<http://aglimpseof.net/category/%CF%84%CE%B5%CF%85%CF%87%CE%BF%CF%83-17/>  
(Greek) 
 
Morgan, John, ‘To Howl’, Editorial: Wolf Crossing (2017) 
<http://www.thelearnedpig.org/Þeotan/4494>, in The Learned Pig, 
<http://www.thelearnedpig.org/category/wolf-crossing> [accessed 10 June 2021] 
 
Morgan, John, ‘Each field an instant haiku’, in Realities and Rituals of the Upside Down, paper 
A) GLIMPSE) OF) 03 ed. by Dimitra Ioannou (2019) <https://aglimpseof.net/paper-
aglimpseof-3> [accessed 8 June 2021], 20 
 
Morris, Adalaide and Thomas Swiss, eds, New Media Poetics: Contexts, Technotexts, and 
Theories (Cambridge: The MIT Press, 2006) 
 
Motte, Warren, ed., Oulipo: A Primer of Potential Literature (London: Dalkey Archive, 1986) 
 
Nattiez, Jean-Jacques, Music and Discourse” Toward a Semiology of Music, trans. Carolyn 
Abbate (Princeton: Princeton University Press, 1990) 
 
Nimero, Andrés ‘Poema Alfa de la Gran Circunvalación’, Grecia, (October 12, 1919) in Bohn, 
Willard, Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011) 
 
Ordnance Survey, 'Explorer OL18: Harlech, Porthmadog & Bala/Y Bala' [1:25,000 map] 
(Southampton: Ordnance Survey, 2002) 
 
Oswald, Alice, Dart (London: Faber and Faber, 2002) 
 
Parker, Andrew, Naturally Brilliant Colour (Richmond: Royal Botanic Gardens, Kew, 2021) 
 
Pellico, Silvio, My Prisons / Le mie prigione, trans., intro. and notes I.G. Capaldi, frwd. 
Archibald Colquhoun (London: Oxford University Press, 1963) 



 103 

 
Perloff, Marjorie, ‘Screening the Page / Paging the Screen: Digital Poetics and the Differential 
Text’, in Morris, Adalaide and Thomas Swiss, eds, New Media Poetics: Contexts, Technotexts, 
and Theories (Cambridge: The MIT Press, 2006) 
 
Perloff, Nancy, ed., Concrete Poetry: A 21st Century Anthology (London: Reaktion Books, 2021) 
 
Perrone, Charles A., Seven Faces: Brazilian Poetry Since Modernism (Durham and London: 
Duke University Press, 1996) 
 
Pessoa, Fernando, O Mar Sem Fim: Poemas de Mensagem / The Boundless Sea: Poems from 
Mensagem, 2nd edn. (Lisbon: Instituto Português do Património Arquitectónico / Mosteiro dos 
Jerónimos, 2006 
 
Portela, Manuel, Scripting Reading Motions: The Codex and the Computer as Self-Reflexive 
Machines (Cambridge: The MIT Press, 2013) 
 
Puerta Vílchez, José Miguel, La poética del agua en el Islam/The Poetics of Water in Islam (Gijón: 
Ediciones Trea, 2011) 
 
Queneau, Raymond, Cent mille milliards de poèmes (Paris: Gallimard, 1961) 
 
Queneau, Raymond, ‘Potential Literature’, in Motte, Warren, ed., Oulipo: A Primer of Potential 
Literature (London: Dalkey Archive, 1986) 
 
Richardson, Autumn ‘Go to the Pine’, in Collier, Mike and Janet Ross, eds, Wordsworth and 
Bashō: Walking Poets (Sunderland: Art Editions North, 2014; repr. Reliquiae Vol.4, 2015, 106-
107) 
 
Richardson, Autumn, An Altar of Sunlight, numbered edition 13/22 (No place: Corbel Stone 
Press, 2015) 
 
Richardson, Autumn and Richard Skelton, Relics (Broughton Mills: Corbel Stone Press, 2013) 
 
Richardson, Lawrence, A New Topographical Dictionary of Ancient Rome (Johns Hopkins 
University Press, 1992), in Wikipedia entry 
<https://en.m.wikipedia.org/wiki/Curia_Calabra> (ed. Cydebot) [accessed 20 July 2015] 
 
Sagrada Família, ‘The Magic Square on the Passion Façade: Keys to Understanding It’, Blog 
Sagrada Família (2018) <https://blog.sagradafamilia.org/en/divulgation/the-magic-square-the-
passion-facade-keys-to-understanding-it> [accessed 9 June 2021] 
 
Schröter, Jens, ‘Four Models of Intermediality’, in Herzogenrath, Bernd, ed., Travels in 
Intermedia[lity]: ReBlurring the Boundaries (Hanover: Dartmouth College Press, 2012) 
 
Scurto, Ignazio, ‘Volo su Traú’/’Flight over Trogir’, Futurismo 1/16, (1932). In Bohn, Willard, 
Reading Visual Poetry (Madison: Fairleigh Dickinson University Press, 2011) 



 104 

Sharkey, John, The Meeting of the Tracks: Rock Art in Ancient Wales (Llanrwst: Gwasg Garreg 
Gwalch, 2004) 
 
Soffici, Ardengo, ‘Al buffet delle stazione’, Lacerba (August 1, 1914). In The Aesthetics of Visual 
Poetry 1914-1918 (Chicago: The University of Chicago Press) 
 
Stott, Philip, ‘Mu’ang and Pa: Elite Views of Nature in a Changing Thailand’. In Chitakasem, 
Manas and Andrew Turton, eds, Thai Constructions of Knowledge (London: School of Oriental 
and African Studies, 1991) 
 
Sun, Jiyu, Bharat Bhushan and Jin Tong, ‘Structural Coloration in Nature’, RSC Advances 3, 
No. 35 (2013), 14862-14889 
 
Thirlwell, Adam, Kapow (London: Visual Editions, 2013) 
 
Tarlo, Harriet, ed., The Ground Aslant: An Anthology of Radical Landscape Poetry (Exeter: 
Shearsman Books, 2011) 
 
Thompson, Brian, ‘To Easedale Tarn by Emma’s Dell’, in Collier, Mike and Janet Ross, eds, 
Wordsworth and Bashō: Walking Poets (Sunderland: Art Editions North, 2014) 
 
Tracy, Walter, ‘Typographic Agoraphobia’ Studio International 176, No.903 (1968), 115-117 
 
Traditional Arts and Ethnology Centre, Cultural Diversity in Laos: Stories from the Traditional 
Arts and Ethnology Centre (Luang Prabang: Traditional Arts and Ethnology Centre, 2012). 
 
Valéry, Paul, Selected Writings of Paul Valéry, trans. Malcolm Cowley (New York: New 
Directions Publishing, 1986) 
 
Verdageur, Jacint, Mount Canigó: A Tale of Catalonia, intro. and trans. Ronald Puppo 
(Barcelona and Woodbridge: Barcino-Tamesis, 2015) 
 
Wheeler, Lesley, Voicing American Poetry: Sound and Performance from the 1920s to the Present 
(New York: Cornell University Press, 2008) 
 
Woof, Pamela, ‘Wordsworth and Dorothy Wordsworth, Walkers’, in Collier, Mike and Janet 
Ross, eds, Wordsworth and Bashō: Walking Poets (Sunderland: Art Editions North, 2014), 32-46 
 
Wylie, John, Landscape (London: Routledge, 2007) 
 
Yoon, Paul, Run Me to Earth (London: Scribner, 2020) 
 
Zambra, Alejandro, Not to Read, trans. and ed. Megan McDowell (London: Fitzcarraldo 
Editions, 2018) 
 

 


