Appendices:

Appendix A: Range of subjects covered at Diagrams, a Biannual International
		
Conference Series on the Theory and Application of Diagrams
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•
•

applications of diagrams
computational models of reasoning with, and interpretation of, diagrams
design of diagrammatic notations
diagram understanding by humans or machines
diagram aesthetics and layout
educational uses of diagrams
evaluation of diagrammatic notations
graphical communication and literacy
heterogeneous notations involving diagrams
history of diagrammatic notations
information visualization using diagrams
nature of diagrams and diagramming
novel technologies for diagram use
psychological issues pertaining to perception, comprehension or production of
diagrams
software to support the use of diagrams
usability and human-computer interaction issues concerning diagrams
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Appendix B, C :

Metataxonomy of diagrams: Representation-related taxonomic aspects, Alan Blackwell
and Yuri Engelhardt, from the chapter ‘A metataxonomy for Diagram Research’, Anderson,
M. Meyer, M. (Eds.) In: Diagrammatic Representation and Reasoning. Springer (2001)
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Appendix D: Chart containing examples of the variety of early diagram uses

Example

Stick Navigation charts
(Rebbelib, Meddo,
Mattang)

Babylonian clay tablets
“Book of the Dead”
Papyrus scrolls of funerary texts
Ugarit tablet

Location:

Use:

Sea faring Cartographic
Navigation

c. 2000 - 500
BCE

Depiction of complex religious
beliefs and rituals relating to the
afterlife

c. 1550
-50
BCE

Marshal Islands
Iraq
(Ancient Mesopotamia)
Egypt

Syria
(Hurrian Civilization)

Imago mundi
Iraq
(Babylonian Map of the
(Ancient Mesopotamia)
world) Clay tablet
Huangdi Neijin
(written records)

Ptolemaic system
Porphyrian tree

Date:

China

Greece

Recording Mathematical
Notation in Cuneiform script,
including geometric diagrams

Earliest known example of
Musical notation

c. 1400 BCE

Chinese Medical practice of
Acupuncture

c. 300
-200 BCE

Earliest known diagrammatic,
labeled international map

Geocentric map of the Universe
Tree diagram depicting the
organization of knowledge

Lebanon
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c. 1900
-1700 BCE

c. 600 BCE

c. 140
-150 ACE

c. 300 ACE

Appendix D:

These are engraved ochres from the Still Bay M1 phase at Blombos Cave
(modified after Henshilwood et al. 2009).
This shows:

a) Two groups of incisions, one on the center and one close to the edge. In the center
two joining lines form a ‘Y’ that is crossed by a few perpendicular parallel lines. Three
incisions cross these lines;
b) Two lines that cross perpendicularly on the top right margin. Converging lines produced with a single lithic point;
c) this piece retains only a small area of the original engraved pattern. Three straight
oblique lines incised on the top left with two sinuous lines that cross them;
d) three distinct sets of lines engraved on a natural surface. Piece was then knapped
and a part of the engraving removed;
e) a group of sinuous lines engraved on one face. The opposite face is highly scraped
and engraved with a cross-hatched pattern; and
f) Cross-hatched pattern incised on one long edge.
Credit: Christopher Henshilwood
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Appendix F: Chart containing innovations in diagrammatic use in the Middle Ages

Use:

Location:

Systems of Hereditary
identification and social positioning

UK

Astronomical Observations

Iran

Genealogical
Documentation
(family trees)

France

Scientific research in
Optics

UK

Navigational Sea Charts

Medieval Military
Technology Designs

Design for an Astronomical Clock and
Planetarium

Example:

Italy

Lunar Eclipse Diagrams of
Abu Rayhan al-Biruni

c. 1019 ACE

Genealogy of Christ
Peter of Poiters

c. 1230
ACE

Development of diagrammatic
Heraldic symbolism

Carta Pisana
(The chart of Pisa)

Italy

Opus Maius
(Roger Bacon)

Texaurus Regis Francie Aquisitionis Terre Sancte de ultra mare
(Guido da Vigevano)
Astrariun
(Planetarium)
(Giovani de’ Dondi)

Italy
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Date:

1127 ACE

c. 1275
-1300 ACE

c. 1267 – 69
ACE
1328 ACE
1364 ACE

Appendix G: Olafur Eliasson, Turner Colour Experiments, Tate Britain, 2014

http://olafureliasson.net/archive/exhibition/EXH102309/olafur-eliasson-turner-colour-experiments
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Appendix H: Interview with Richard Talbot, Newcastle University, October 25th, 2013
Interview with Richard Talbot, Newcastle University, October 25th, 2013.
MW:

You originally had studied Astronomy and Physics ?

MW:

Yes, so I was immersed in diagrams, especially Biochemistry, which as a subject deals with
diagrams on many levels.

RT:

RT:

MW:
RT:

MW:

RT:

MW:
RT:
MW:

I did, but realized early on that I had chosen the wrong subject. I noticed also that you had
studied Biomedicine.

Yes, when I was at school, all the chemistry diagrams and the glassware we used, I still find very
exciting, it still gives me a buzz when I look at those diagrams. Also I suppose that Alchemical
drawings which are in a sense diagrammatic, but which also refer to broader cultural aspects
and spiritual things. But I think it is that combination of diagrammatic mixed with something
else where things become very interesting.
Especially for the initiated few who can decode and read the Alchemical imagery and
illustrations such as those in Michael Maier’s books. And you were also interested in optics and
optical diagrams ?
Again, I always was - by the geometric diagrams of optics: the eye, mirrors, the idea of
‘looking through’, I was interested by that whole system; the picture of the eye, the rays
coming in to the eye, or out of the eye. I find all of those things exciting, and I think that
it’s because you’re almost standing outside of the system, and you can see what this system is.

That’s something I wanted to ask you about because you had mentioned that you were
interested in landscapes, and the idea that maybe the drawings you make are detached,
conceptual landscapes. I remember reading to the lighthouse by Virginia Woolf, and there’s
a very short chapter in the middle of the book, which describes time passing in an empty room.
But it does so from outside the book, an omnipotent narrator, an all seeing eye.
I wondered if that was something you were interested in as an artist?
Yes, I think so. I suppose maybe it’s this kind of hyper-consciousness, just this thing,
observing, and you just become very aware of time and space, and of yourself as a
little entity within this. It’s almost as if time disappears.
The other thing I remember reading a lot as a student was Nietzsche, and the image of
time as a snake eating its tail. He called it ‘eternal recurrence’, where you’re trying to
imagine that every moment could be relived exactly the same, so it kind of neutralizes time,
because as animals we’re stuck with this as a problem and try to find strategies to overcome
that sense of things in the future and things in the past.
I read that time was something that you would like to take out of your drawings,
or perhaps avoid referencing in some way. Also that you presented the objects in
your drawings as Platonic forms, without any signs of wear and tear or reference to scale.

Yes, that’s right, I started off by making objects, but always found it really frustrating in terms
of size, or what you make it with. But I suppose that a lot of the twentieth century was about
that problem, about objects, and their separateness to us all.
Such as the use of Plinths to present work ?
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RT:

Yes, for example Plinths.

RT:

I suppose I did think of them as 3 dimensional diagrams, but then I suppose that made
me unhappy about the materials they were made from. I always imagined whether
perhaps it could be made out of perfect marble perhaps.

MW:

MW:

RT:

MW:

RT:
MW:
RT:

MW:

So did you ever regard your sculptural works as models, as a way to perhaps overcome
these issues ?

I started to consider making works from elemental materials, such as aluminium or carbon,
just to try to deal with the problem of simplifying or neutralising that issue of materiality.
One of the 3 dimensional works that you made called ‘boat’ was made out of rubber wasn’t it ?
Hanging as a collapses frame on the wall, the skeletal form of a boat.

Yes, it’s funny that that particular series of works didn’t end up going anywhere;
I’m just trying to remember what the actual sequence was. I think sometime in the early
eighties, I was put forward for a commission; it was one of those completely random invitations
to do something. It was for the Savoy Hotel. It was one of those awkward things of, well,
do you design sculpture, or do you use something you’ve already got? So I started playing
around with drawings and making cutouts from drawings of things. I ended up with some
large sheets of rubber and started cutting it out to see whether it was something I could use.
I didn’t intend to end up with something which would hang on the wall, but I did that in the
studio by putting it to one side, and it’s quite extraordinary how that works.
So it was quite accidental, but was just the recognition of having taken it in to that different area
that I didn’t have any control of, so it was quite accidental. It was all cut by hand,
so it was a very crisp line cut with a scalpel.

About your working process, you wrote very beautifully about that initial process of orientation,
the initial white sheet that you approach, and the infinite possibilities you’re faced with setting up some kind of initial starting conditions. You used the analogy of the Gothic Cathedral
with its ground plans, and then the more organic process of construction that follows that.
There was also another article in the same book (Writing on Drawing: Essays on Drawing
Practice and Research) by Terry Rosenberg about ideational drawing, a process of drawing
which I though really suited your work very well.
Yes, I mean I must say that I haven’t read fully all of the articles in that book,
but have skimmed through them.

There were a couple of essays that really stood out for me personally, yours and
Terry Rosenberg’s. I enjoyed the way you talked about your use of perspective,
not as a tool to create realistic drawings, but as a tool to allow you to use your intuition.

Well I think that also goes back to that idea of self-consciousness, sort of knowing that
you’re this entity that looks at something from the outside.
I used to play around with spatial perspectives, and then I thought that actually one way of
neutralising these issues was just to use it, just to actually use the system.
So that to get over that whole issue of viewpoint, for example when you make a piece
of sculpture, how do you look at it ? If there’s no best side as it were.
So I thought, well if I just take it on full, this issue of perspective,
and to absolutely use it as it was set up to use, then it falls by the way side, as an issue.
Turning the problem in to part of the solution?
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RT:

MW:
RT:

MW:
RT:

MW:

RT:

MW:
RT:

MW:

I think it’s like sometimes in Mathematics, when a problem can’t be solved directly,
they will call on a tool from other part of mathematics, and using that tool they can
then move from one place to another. But in the end result, that tool disappears,
it doesn’t ultimately play a part in the answer, but it has been a useful tool to get
you from one place to another.

That reminds me of the role enzymes play in Biochemistry.
They’re completely essential to facilitating the process, but don’t take part in a reaction
in a way that they are altered themselves in the outcome.

Yes, that’s right, yes. So it is a kind of a vehicle, but then it’s using that perspective that makes
me then question how it was originally used in the Renaissance, because when you’re actually
working with it on the paper, there are so many interesting things actually going on that art
historian looking in from the outside wouldn’t grasp. And it is to do with that idea of play,
between the diagrammatic and the spatial element. Perspective isn’t all about creating a space,
it is about the surface and how these things operate 2 dimensionally as well.
I was very interested in the way you talked about the depth of space in your drawings,
and not using deep space, but keeping things relatively shallow and immediate.

Yes, I think that this also relates to my sense of what these Renaissance artists were doing.
The picture that is portrayed of perspective is all about getting everything in terms of the
horizon. But I don’t actually think that’s it at all. You are really working in a really shallow space.
All those Renaissance paintings are also working in a really shallow space, and I think when
you’re actually constructing that on the paper, there’s a real, almost physical connection to the
space.

I don’t normally use colour in my work, it’s actually something I avoid, and have for a long time.
Then I came across a book by David Batchelor called Chromophobia. He was writing about
colour and how it has been perceived as the additional, the exotic, the lipstick.
Or at least that’s how it was regarded by artists and writers who saw it as extraneous.
And so I’m interested to ask you how your deal with colour in your work.
Well I have to admit as to having always avoided it, as I’ve never understood it.
It’s a complete mystery. If I was making a drawing, I can’t see any reason to use colour.
But then equally I probably can’t see any reason not to use it. But then I would probably be
thinking well, why do I ? But then I know with somebody like Michael Craig Martin, I suppose
he’s somebody in the seventies who was producing very austere, paired down work, such as his
linear drawings, which were initially all black and white.
But then he probably just stopped worrying and started to use incredibly strong colours in his
work. And now the colour is really significant to his work. But its interesting that Michael Craig
Martin was taught by Joseph Albers.
That’s interesting, I didn’t know that.

Yes, at Yale. So he would have had a real grounding in colour, and it’s almost as if he, you know
– 30 years later or whatever it was – just decided to start using these colours. It is odd how we
set rules for ourselves and at the time we kind of need them, but occasionally we just think ‘drop
them’, and stop worrying about them.
There were a number of times when looking at your works and reading what you wrote about
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RT:

MW:

RT:
MW:
RT:

MW:
RT:

MW:
RT:

them that reminded me of mathematics, and the idea of skeletonized forms.
The idea of an equation, where the aim is to remove as much information as possible and leave
only the knowledge - the process of essentialising something. Also the way that you talk about
using intuition, and how intuition can be very immediate, or how it can require you to put the
work away for many years. A slow boiler that you come back to much later.
Is mathematics something you’re interested in? Or is it restricted to geometry, or patterns of
thought?

Yes, I’m interested, not in the sense of reading books on mathematics, but when I’m near
mathematicians and they talk about what they are doing, I do feel an affinity with what they are
doing, and I suppose that with my drawings, they become very complex, but I do have that
hankering after something really, really simple. I do have this idea that one day I’ll just be able
to draw a line, and that that will be the finish! And in a way I suppose you do occasionally see it
in some art works – and think that that is just an extraordinary piece of drawing, but then that
in a way embodies everything they’ve ever done – 40 years later they’ve managed to make this
extraordinary thing !
Richard Dawkins wrote a while ago about the idea of a conceptual space containing all possible
genetic variations, a kind of hyper-space of all possible genetic forms, and I was always
fascinated by that idea. I think that also Douglas Hofsteader in Goedel Escher Bach, described
the idea that Bach, in composing, had the ability to look over all the millions, well almost infinite
combinations of musical notes, and was able to see patterns, islands or constellations of musical
forms. And I wondered if that idea was perhaps something you were interested in. A vaguely
discernable, fuzzy possibility of the form you’re searching for, and how this idea relates to
diagrammatic forms.
Yes, I think that is definitely true, and I suppose that one of the things I am aware of is that in
some ways, the drawings all start from the same point. That blank paper, that orientation.
The tabula-rasa ?

Absolutely, and you know that it could go in a completely infinite number of directions, and yet
there is a sense that there is some solution there - that you setting things up. It becomes very
obvious sometimes. I wouldn’t compare myself to Bach, but I can see that way of thinking - that
there is an infinite number of possibilities, but you alight on a particular form that is true for you
in one sense or another. It’s hard to really articulate that process.
How would you describe the relationship between the forms in your drawings and the marks
which make up the background from which the image appears ?

I think when I first started using perspective I was still in that mindset of drawing objects as
things in space, but then quite quickly I became aware of how potent the workings-out - you
know, the plans, the elevations and so on - how potent they were and how they were working
with the kind of forms which were being described. It was also in trying to pin things down, I
became aware of the balance between leaving things open ended and tying something down and
saying ‘this is that form’. It was that form, but not in such a positive or fixed way.
I stopped using ink on the drawings. I was using ink to go around the forms I was building, but
that stopped. And so I started getting a much more subtle interplay between the workings out
-and those workings out would be the plans, and elevations, and a myriad of other kind of con
nections which were being built, a kind of scaffolding.
And you saw inking in as a kind of finishing process ?
I did. You know you suddenly think that it has in a way killed off the drawings.

188

MW:

RT:

Not inking became a way to leave the drawing as an open-ended thing. Perhaps when a work is
too ‘closed down’ it can end up being very uninteresting. For example Raphael. I’ve never
enjoyed looking at Raphael’s paintings because they seem so overly fixed, whereas, Piero de la
Francesca’s paintings seem almost as if they are propositions.

Very early on in coming up with the questions that I wanted to ask in my PhD, I pretty much hit
the same problem you did in realizing that I had always studied sculpture, but always made
drawings. And I thought of the drawings as sculptural drawings and, luckily for me, my teachers
at the time thought the same. So I had to decide whether to investigate the relationship between
2D and 3D diagrams - and thus include sculpture, or the way in which artists use diagrammatic
image making to a romantic end, a subjective end; the way in which Marcel Duchamp played
subject against object and also struggled with the issues of dimensionality. Where do you stand
in terms of subject and object ?
Yes, well I don’t think I would come down either way, because I don’t think that coming down on
either side actually gets you anywhere. I suppose that in my student days, this dilemma about
the objective and subjective was helped by there being, at Goldsmiths - which was something
which was great about Goldsmiths at that time - was that there was a huge range of practice
within the staff. So you did have conversations with people who were systems thinkers, right
through to people who were watercolour, or landscape painters. People weren’t trying to ram
the stuff down your throat; you were just having these interesting conversations, and then
weighing it up about your own situation.

Thinking about what you were doing, what you thought you were trying to do, what you were
actually doing ! You know, all those worries you have about, you know, ‘is it art ?’  I found myself
really being able to make work when I stopped worrying about what side of the fence I was on,
and finding a way of working where I felt as if I wasn’t having to choose one way or the other.
But both sides of me could be involved in that hankering after perfection.
It’s a case of playing these things off against each other.

MW:
RT:

MW:

I distinctly remember that when I did my MA at Chelsea, the external assessor we had was Paul
Neagu, I think he’s dead now, but he was very well known. He was one of the artists who Richard
Demarco brought to this country, alongside such artists as Joseph Beuys. Anyway I remember
that the work I’d made at Chelsea had become really quite austere, and extremely minimal, and
he said… ‘don’t forget the other side of yourself’, and I realized exactly what it was he meant.
That we can easily kind of forget. But then I think that also we need those extremes sometimes,
to realize something. We need to go beyond in order to know where the edge was. It’s only when
you fall over the edge that your realize there was one !

So there is actually nothing within your body of work that you see as a mathematical proof, some
foundation to build upon ?
No, I would certainly never say that there is anything that I’m demonstrating that is
mathematical, no. I could say that when I was at Goldsmiths, I was taught by people who were
involved in systems, and there were several people I knew, for example Malcolm Hughes work
ing at the Slade, who had students working with experimental systems, building computers to
generate paintings and so on; and I always felt that there was a problem in that they knew the
kind of thing they were aiming for, and that it just seemed as if, well, you could make that paint
ing without that system. It was almost as if they were using that system as almost a ‘get out’.
The paintings would always end up looking like lots of other abstract constructive paintings that
weren’t made with a system, that were just made purely intuitively. And so I have a distrust of
the idea of a system, and I think that that system is always, ultimately being driven by you.
What are you working on at the moment ?
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RT:

Well apart form being heavily tied up in administration, I’ve finished some drawings and I’ve
also been playing with film and video, which I can show you if you want.

It’s very long drawing, based on a system in a sense, and was a definite play on the standard idea
of a single viewer’s perspective. They start with a really basic perspective grid, a ‘unit’, drawn in
such a way that I can simply add these units together and extend the space in any direction.
Strangely, it adds the possibility of time, in that your eye can travel along the drawing and the
space continues always to make sense.

MW:

RT:

The video is another simple grid that is constantly shifting from the 2 dimensional surface in to
the 3 dimensional image. Originally I had intended it to be projected on to a screen, but then I
had the chance to project it in one of the large spaces downstairs, and the results were quite
extraordinary - because it did actually become part of the space, which wasn’t fully intentional,
but those were the results. The question of the artist’s intention is also an interesting problem
I think within the history of perspective; the well-known analyses of key renaissance paintings
demonstrate that the spaces in the paintings are sometimes not quite what they seem to be.
There is often some uncertainty, yet it is usually thought that perspective is fixed - that it’s an
unambiguous and rational thing.
Watching the video is like a trying to solve a puzzle in perspective, there are moments when the
lines are like a 2 dimensional pattern of shifting compositions, and then suddenly something in
the visual cortex takes over and there’s the impression of instant depth from those very same
lines. It reminds me of watching animations of higher dimensional cubes rotating. You think
you have understood what is happening and there’s a sudden unexpected shift, you have to
grapple with different kinds of depths.

Well - I don’t know - It’s to do with my intention, I’m not settling down to produce something
which has a specific result. I know they do result in that, but I’m not setting out to do that.  
I am showing this work – I’ve never tried it before. I hope it works… It’s actually going to be
projected on to three screens, the same image, butted up against itself, but slightly out of synch.
So the whole thing will be ‘shifting’, so that a more complex thing will be going on. I have no idea
what it will look like – it might just look awful, but then I’m trying it – for this show.
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Appendix I:
		
		

Leonardo da Vinci, Profile of a Man, plant, geometric figures etc.
(also known as the ‘Theme Sheet’) (detail) c. 1448, pen and ink,
Windsor Castle, The Royal Collection.

Associated text:

“The triangle abc is similar to a third of the large triangle dbf because it is made up of
two equal parts, that is abe and bec, and the large triangle is made up of 6 parts, and
each of these parts is equal to each of the said 2, and the 6 parts are these: dec and ced
and so on, in similar parts. And if the triangle abc had its sides similar to its axis, cb, the
triangle dbf would receive in itself 4 of these triangles, whereas at present it receives 3;
thus to see the difference from one of the triangles which are ¼ of the large one and one
of those which are ⅓, have the large triangle divided in to twelfths, and say that it is 12
twelfths. Then say that the triangle which is a ⅓ of it is 4 of these twelfths and the triangle that is a ¼ of this large one contains three of these twelfths, so that the difference
between 4 and 3 is one twelfth, whence we can say that the smaller is ¾ of the larger.”
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Appendix J: Examples of ‘low noise’ landscapes, which act to highlight objects placed
with in them phenomenologically.
(Inner city wastelands, sparse wastelands and deserts act as ‘grounds’, whilst
island archipelagos, golf courses and farmed landscapes act as diagrammatic
scenes of containment, navigation and connection.)

Inner city wasteland		

sparse wastelands

Desert			

Island Archipelagos

Golf Courses		

Farmed Landscape
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Appendix K: Caspar David Friedrich (German, 1774 – 1840),
		Zwei Männer Betrachten den Mond
		(Two Men Contemplating the Moon),
		
c.1833,Oil on Canvas, 34 x 44 cm.
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Appendix L: Théodore Rousseau, A Clearing in the Forest of Fontainebleau,
		
c. 1860-62, Oil on Canvas, 82.6 x 145.4 cm

Note: The presence of a single figure is indicated at the end
		
of the path using single dots of red and white paint, so that they
		
appear as just having emerged from or about to enter the forest.
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Appendix M: Russell Gray and Quentin Atkinson,
		
The shape and Fabric of Language evolution
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Appendix N: Computer Model for Model for the origins of human language - Plane
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Appendix O: Muerte (Death) by the Spanish surrealist poet Federico García Lorca

Source: Lorca, F, G. In: (2002) Poet in New York. Maurer, C. (Ed.) Simon, G. White, S. F.
(transl.) London: Penguin Classics.

Muerte (Death)

How hard they try !
How hard the horse tries to become a dog !
How hard the dog tries to become a swallow !
How hard the swallow tries to become a bee !
How hard the bee tries to become a horse !
And the horse, what a sharp arrow it presses from the rose,
what a pale rose rising from its lips !
And the rose, what a flock of lights and cries
knotted in the living sugar of its trunk !
And the sugar, what daggers it dreams in its vigils !
And the daggers, what a moon without stables, what nakedness,
eternal and blushing flesh they seek out!
And I, on the roof’s edge, eternal and blushing angel I look for and am !
But the plaster arch, how vast, how invisible, how minute,
without even trying !  

197

Appendix P: Reiner Maria Rilke, Opening to Duino Elegy Nine:
		
		
Source: Rilke, R.M. (1923) Duino Elegies, Young, D. (transl.) (1993)
		
New York: WW Norton & Co.

Why, if it could begin as laurel, and be spent so,
this space of Being, a little darker than all
the surrounding green, with little waves at the edge
of every leaf (like a breeze’s smile) - : why then
have to be human – and shunning destiny
long for destiny?....

Oh, not because happiness exists,
that over-hasty profit from imminent loss,
not out of curiosity, or to practice the heart,
which could exist in the laurel......
But because being here is much, and because all
that’s here seems to need us, the ephemeral, that
strangely concerns us. We: the most ephemeral. Once,
for each thing, only once. Once, and no more. And we too,
once. Never again. But this
once, to have been, though only once,
to have been an earthly thing – seems irrevocable.
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Appendix Q:
		
		
		
		

Black and white photographs of a wooden figure, taken as ethnographic
documentation of religious artifacts from the collection of
Hoshinomiya Temple in Gifu Prefecture, Japan, dating from Showa
period 42 / 1967.
(From the Artists own collection – original photographer unknown)
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Appendix R: T.S Elliot, Gerontion
		
Source: Poems, by T. S. Eliot, New York: A.A. Knopf, 1920.
		Thou hast nor youth nor age
		
But as it were an after dinner sleep
		
Dreaming of both.
Here I am, an old man in a dry month,
Being read to by a boy, waiting for rain.
I was neither at the hot gates
Nor fought in the warm rain
Nor knee deep in the salt marsh, heaving a cutlass,
Bitten by flies, fought.
My house is a decayed house,
And the Jew squats on the window sill, the owner,
Spawned in some estaminet of Antwerp,
Blistered in Brussels, patched and peeled in London.
The goat coughs at night in the field overhead;
Rocks, moss, stonecrop, iron, merds.
The woman keeps the kitchen, makes tea,
Sneezes at evening, poking the peevish gutter.
I an old man,
A dull head among windy spaces.

Signs are taken for wonders.  ‘We would see a sign!’
The word within a word, unable to speak a word,
Swaddled with darkness. In the juvescence of the year
Came Christ the tiger

In depraved May, dogwood and chestnut, flowering judas,
To be eaten, to be divided, to be drunk
Among whispers; by Mr. Silvero
With caressing hands, at Limoges
Who walked all night in the next room;
By Hakagawa, bowing among the Titians;
By Madame de Tornquist, in the dark room
Shifting the candles; Fräulein von Kulp
Who turned in the hall, one hand on the door.
Vacant shuttles
Weave the wind. I have no ghosts,
An old man in a draughty house
Under a windy knob.
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After such knowledge, what forgiveness? Think now
History has many cunning passages, contrived corridors
And issues, deceives with whispering ambitions,
Guides us by vanities. Think now
She gives when our attention is distracted
And what she gives, gives with such supple confusions
That the giving famishes the craving. Gives too late
What’s not believed in, or is still believed,
In memory only, reconsidered passion. Gives too soon
Into weak hands, what’s thought can be dispensed with
Till the refusal propagates a fear. Think
Neither fear nor courage saves us. Unnatural vices
Are fathered by our heroism. Virtues
Are forced upon us by our impudent crimes.
These tears are shaken from the wrath-bearing tree.

The tiger springs in the new year. Us he devours. Think at last
We have not reached conclusion, when I
Stiffen in a rented house. Think at last
I have not made this show purposelessly
And it is not by any concitation
Of the backward devils.
I would meet you upon this honestly.
I that was near your heart was removed therefrom
To lose beauty in terror, terror in inquisition.
I have lost my passion: why should I need to keep it
Since what is kept must be adulterated?
I have lost my sight, smell, hearing, taste and touch:
How should I use it for your closer contact?

These with a thousand small deliberations
Protract the profit of their chilled delirium,
Excite the membrane, when the sense has cooled,
With pungent sauces, multiply variety
In a wilderness of mirrors. What will the spider do
Suspend its operations, will the weevil
Delay? De Bailhache, Fresca, Mrs. Cammel, whirled
Beyond the circuit of the shuddering Bear
In fractured atoms. Gull against the wind, in the windy straits
Of Belle Isle, or running on the Horn,
White feathers in the snow, the Gulf claims,
And an old man driven by the Trades
To a sleepy corner.
Tenants of the house,
Thoughts of a dry brain in a dry season.
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