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Welcome to issue six of  The Blue Notebook

We have a great selection of  articles for Vol 3 No 2 

Many thanks to the writers in this issue:
Emily Artinian for her photo essay: Allen Ruppersberg 
is everywhere; Lorna Crabbe, whose essay explores the 
archives of  LCC to look at women’s craft history, and 
a history of  women as bookbinders within the print 
industry. Sarah Jacobs has revisited Regenerator with 
her text piece Squirrels’ Tails and Burnished Gold. Linda 
Newington takes a closer look at the work and influences 
of  the artist John Dilnot. Sophie Loss & Nicholas Bruce-
Lockhart have posed a few questions to discuss about 
how artist’s book fairs might develop in the future.

And many thanks to Sally Alatalo for allowing Tom 
Sowden and myself  to interview her at her studio in 
Chicago (on election day!) and publish an article 
about Sara Ranchouse Publishing in this issue. 

Thanks to the artists who accepted Tom Sowden’s 
invitation to produce artwork for this issue: 

Angie Butler
Nadia Chalabi 
Andrew Huot*
Emily Larned
Clifton Meador
Lois Palframan 

*Congratulations to Andrew Huot, who has produced a 
double-page spread, commissioned for The Blue Notebook 
as his prize for winning the “Best Book of  the Fair 
Award” at the 10th Biennial Pyramid Atlantic Book 
Arts Fair and Conference, November 2008.

The award-winning book Fade to Gray, was produced 
by Huot at the Borowsky Center for Publication Arts at 
the University of  the Arts, Philadelphia, PA, in 2007. 
Andrew Huot’s book received the highest number of  
votes in the Democratic Organization exhibition at the fair, 
and was awarded the prize by Tom Sowden. 

Clifton Meador has made a special A DIY artist’s book 
for you to assemble in this issue, Illuminated by the Light 
of  Television. If  you don’t want to cut up this issue to 
assemble it, then just download the two pages from 
the online colour version of  this issue. 

The IP address for the online version is: 
www.bookarts.uwe.ac.uk/blue_notebook/0409/0331/TBN6.pdf

Thanks as ever, to our referees for their work reviewing 
the written submissions: 

Susan Johanknecht (UK) 
Maria Fusco (UK) 
Dr Paulo Silveira (Brazil) 
Buzz Spector (USA) 
Ulrike Stoltz (Germany) 
Tom Trusky (USA)

Vol 4 No 1 comes out in October 2009 

Thanks are also due, for this issue, to Vikki Hill for 
proofreading and to Tom Sowden for the cover design. 

Please do keep your ideas for articles coming for future 
issues - submission guidelines can be found on 
our website at: www.bookarts.uwe.ac.uk/bnotebk.htm

And finally, thanks again to our readers for continuing 
to support The Blue Notebook with your subscriptions; 
we do appreciate it, and hope you enjoy this issue.

Sarah Bodman
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Left to right: Mary Yacoob, Neil Grant, Marcus Campbell, Maria White, John McDowall, Emily Speed, Sophie Loss, 
Nick Bruce-Lockhart.
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Heading North: The Direction of  Artists’ 
Books Events

Sophie Loss, with Nicholas Bruce-Lockhart

Artists’ Books - when books and art came together, a hybrid was 
created. A close cousin to both that does not fit comfortably with 
either. From the ‘Art’ stand artists’ books have separated from the 
mainstream. From the ‘Book’ point of  view artists’ books aspired to 
its commonality but did not reach it. This is reflected in the nature 
of  distribution. Artists’ books are available at Artist’s book fairs 
and select collections, but are not in Art fairs or galleries (with a few 
exceptions) or mainstream bookstores like other books. 

Is it right for artists’ books to affiliate with either? Should they 
re-enter either ‘Art’ or ‘Books’? Reclassify for the sake of  better 
distribution or visibility?  What would the purists say if  artists’ 
books were available at Waterstone’s? What would the 
pragmatists say if  they were available only in galleries?

Introduction

Artists’ books, the mass produced original art 
conceived for the book form from the sixties and 
seventies, was and still is seen as a medium for aesthetic 
ideas as well as an alternative exhibition space. Today 
as artists’ books have moved away from their bookish 
origins of  their common literary print tradition, they 
function within art alongside more conventional forms. 
A book, as opposed to a unique object that is available 
in a museum or gallery, can be taken and used or placed 
anywhere within the private domain. The 
question of  relationship between the artist and society is 
at the core of  book art as a proponent of  accessible art. 
However this subject needs to be explored 
somewhere else as a separate issue. 

Some museums and galleries hold collections and 
are very important for book artists but it’s the fairs 
that have been the constant instruments for successfully 
promoting the art form. Can they be improved on? 
What are the steps that need to be taken that will 
make the existing structure leap forward and expand?
This article intends to focus on the future structure and 
face of  book fairs as the main space for viewing artists’ 
books rather than the issue of  artists’ books availability 
in general. How do we make the fairs that display these 
democratic objects more attractive and accessible to the 
broader public? 

The interest in this topic was brought about by my 
involvement in an artists’ group: AM Bruno1. 
The name AM Bruno was born at Foyles café when 
Bruno met with imagination. 

AM Bruno - initiated by Mary Yacoob and myself  - 
is a group of  graduate artists of  the MA Fine Arts at 
Central Saint Martins in London. AM Bruno was the 
outcome of  the collision between the need to show our 
work and the lack of  opportunities to do so. 

The final period of  the course was one of  intense work, 
building up to the final show. Culminating in a sense 
of  accomplishment and relief  followed by a perplexing 
period of  inactivity. After the high tempo of  the course 
there was an empty diary, no deadlines, dates or course 
targets to focus on. In short our expectations as artists 
with fresh MAs were not matched by the reality. 
There were few openings, many closed doors, quite a 
few rejections, a lack of  interest and dead end paths. 
AM Bruno allowed us to create opportunities rather 
than wait for them.

Artists’ books provided a good vehicle as a unifying 
medium for the varied artistic practices of  our 
colleagues, and was neutral enough to give us a target 
to work towards. I personally held over-inflated 
expectations for the course: hoping that my next step 
in the art world would be made easier with an MA 
to my name. I also hoped that it would provide me 
with artistic confidence, with which I have indeed been 
rewarded. 

Initially a group of  twenty-five graduates came 
together and put forward proposals for their individual 
books. With time the number shrank to fifteen who 
actually made books. The next step was taking the 
submissions to Sarah Bodman and John McDowell who 
were especially influential and supportive during this 
initial uncertain period. They nurtured and critiqued 
the group and were nothing short of  wonderful. 
They introduced us to the ways of  artist’s book fairs.

The decision was made to attend two fairs (Manchester 
and Liverpool) as the first platforms for showing the 
completed books. We were delighted to sell a number of  
works and in particular to Tate Britain’s library 
collection as well as Neil Crawford a private collector. 

Comparing and contrasting Manchester and Liverpool 
pointed to two distinct styles and approaches to staging 
an artist’s book fair. The style of  a fair clearly dictates 
to varying degrees, the type of  audience that attends 
the event. There were ideological as well as structural 
differences between them. 

The Manchester fair had simplicity and an openness that 
was encouraging and comfortable for viewers who have 
been to similar events before. For the artist, Manchester 
was a conventional ‘table and chair’ fair. Liverpool was a 
more chaotic, shoestring, last minute and buzzy event. 
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It was at this time that the question was raised: ‘Could 
it be that Manchester was a traditional/conventional  
artist’s book fair whereas in Liverpool there was an 
attempt to move beyond the regular formula 
(like others before it)?’  
 
Manchester is an event held within the bounds of  an 
institutional context. The event, having been running 
for a few years has grown and taken on its current 
format. Neil Grant2 organised a well functioning, no-frills 
fair in a very pleasant environment. He continues the 
good work of  Tom Sowden who established the fair at 
MMU as an important date in the annual calendar of  
artists’ books events. It was held inside a striking Hall 
- The Holden Gallery, surrounded by artists’ studios. 
Simultaneously, the special collection of  artists’ books 
was available to view in the Sir Kenneth Green Library. 

A week later Mary and I were attending the 
Liverpool artist’s book fair, representing AM Bruno 
as well as separately curating a book themed exhibition 
for the event Wrapped and Encased in Liverpool 08 (http://
wrapped-encased-liverpool08.blogspot.com).  We found 
ourselves in an old warehouse with artists’ studios on 
the upper floors. The fair was part of  a larger entity or 
artistic event that was focused around artists’ books. 

There was a sense of  Manchester being a single 
focus fair whilst Liverpool was a ‘multi-focal’ event. 
A multi-focal event in this context being an umbrella 
for other relevant artistic activities that relate to artists’ 
books. This theme will be revisited and explained later. 
A fair organiser holds the position of  curator, leader, 
producer and manager. In short an organiser is an event 
producer. It is the conscious decision to execute that 
power, and the extent to which it is used that impacts the 
cultural output of  the fair/event.

Currently there are many artist’s book events in the 
world and the UK. For the purposes of  this article we 
assume that there are two basic types: institutional and 
non-institutional. For the sake of  clarity we will not deal 
with the overlaps of  different types. 

Event Producers: Leadership of  Artists’ Books

Having looked at Manchester and Liverpool as two 
sample events, a larger interest was sparked. It had 
become apparent that the organisers of  artists’ books 
events are in fact the ‘leaders’ of  the art form in the 
sense that they decide the direction that it will take. 
This is because the best vehicle for increasing the 
profile of  artists’ books are the events. In order to 
ascertain what the ‘leaders’ or organisers of  artists’ books 
events are striving towards, we conducted a series of  
interviews (Neil Grant, the organiser of  Manchester; 

John McDowall, coordinator of  Leeds; Emily Speed, 
organiser of  the Liverpool artist’s book fair; Marcus 
Campbell, organiser of  the London artist’s book fair, 
and finally Maria White, responsible for purchasing and 
maintaining the collection at the Tate Library).

It quickly became apparent that all the organisers are 
unified in their vision: artists’ books have become a 
secluded/exclusive/closed/restricted art form. 
This trend does not benefit the art community or the 
public and therefore investigation into the required 
change is necessary. All the interviewees want to see 
an increase in the profile of  artists’ books and to again 
return to the intension of  making them become widely 
accessible. John McDowall explains, “The medium is 
a specialist art form that should and can be accessible 
to a wide ranging public, as the book, for many, in its 
various manifestations is a ubiquitous object and has 
a quotidian presence”3.

London and Liverpool: multi-focal events

Emily Speed, organiser of  the Liverpool event, describes 
the university book fairs as being standardised: “… Held 
in university buildings… this is the prototype of  a book 
fair”.
Marcus Campbell and Emily Speed have organised 
innovative events that expanded upon, or experimented 
with, the traditional prototype set out by universities. 
Both Marcus Campbell and Emily Speed were inspired 
by the New York Art Book Fair. It is here that we will be 
revisiting the topic of  multi-focal artistic events. 
Assuming that a fair (with a successful past) is the best 
proponent of  artists’ books, one would use the existing 
structure and build on it. There are three directions in 
which a fair can expand. 
One is to supplement a fair with workshops, lectures 
and events, aimed primarily at artists and or exhibitors 
as well as the commissioning of  artists’ books. The 
second would be to include other art forms and invite art 
performances, video works and exhibitions affiliated with 
books but not necessarily restricted by them. 
The third would be to widen the fair participation 
base by including publishers and presses. 
An ideal situation being to expand all three aspects. 

Emily is a member of  an artists’ group as well as being 
a book artist. She is based in Liverpool at Wolstenholme 
Square, which is also the venue for the event. She co-
ordinates the Liverpool artist’s book fair of  which 08 was 
the first year. She is hoping to make it an annual event. 

“I have been most influenced by book arts in America 
but I think I took UWE [Bristol artist’s book fair: BABE  
in collaboration with Arnolfini] as an example because 
their fair seemed to bring a fresh approach”. Emily’s 
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experience in the US has led to her realisation that, 
“book arts are not being given the same consideration as 
other contemporary arts in the UK”. 

Under Emily’s direction the book fair became the 
springboard for other related events. There were some 
good performances, interesting videos and a themed 
exhibition. She commissioned three new artists’ books 
for the event. Emily organised the November artist’s 
book fair in Liverpool with no funding except for the 
income from table fees, which were charged at a rate 
designed to cover costs. Next year however she is hoping 
to receive funding. 

Whitechapel Art Book Fair (formerly The London 
Artist’s Book Fair) is a commercial enterprise run for 
many years by Marcus Campbell. “I’m a bookseller and 
that’s what I’m doing - trying to sell books. We are trying 
to create a larger market place by improving the profile 
of  artists’ books”4.

His interest, knowledge and passion of  art books is 
tangible. Over the years Marcus has noticed that the 
audience for artists’ books has grown “but if  you go to 
Waterstone’s and ask anyone about artists’ books they 
would probably look at you quizzically”5.

In his capacity as producer, Marcus invites video works, 
performances, films related to books, talks, and also 
hopes to host an exhibition (as part of  the event) of  
books that are not for sale. Marcus is interested in the 
blurring of  the definition of  artists’ books and believes 
that artists’ books are just another art form to be enjoyed. 
The Whitechapel Art Book Fair will cover a wide 
spectrum of  book art, from art publications in general 
at one end, to ‘pure’ artists’ books at the other. 

Marcus sees his event as a culture show in which, 
“you get an interesting snapshot of  production today”6. 
He wants to create a larger market place, which is an 
experimental platform for all artists, including those 
that do not usually create book art, and which offers an 
opportunity to show their work. 
Is this the zeitgeist that John and Neil are hoping to 
create in their fairs? Would the institutionally framed 
fairs benefit from this spirit? After all, Bristol has 
achieved it with BABE. 

Looking to the future: Manchester and Leeds

John McDowall, co-organiser of  the Leeds artist’s book 
fair states that, “The structure for such events, in this 
case the book fair itself, is very basic”7. This traditional 
structure is functional and in no way is it being 
suggested that the events are not productive. 

In fact Maria White, of  the Tate Library collection 
argues that the traditional book fairs are the perfect 
format for her purpose/agenda. “I have to say, given 
what I do and the purpose of  my visit, my main goal 
is to see and buy. If  there is an exhibition I will try and 
see it, however seeing what is on sale is more important 
for me and is my first priority. The current system is 
what suits me”8. 

All of  the organisers that we interviewed have 
interesting plans for future events and recognise that 
there are areas that can be improved. Neil Grant stated 
that, “The book fair was definitely sales-orientated but I 
think there is a need for an inspirational environment in 
there as well”9. It is the question of  how to create these 
inspirational environments that is interesting, and how it 
is answered in practice by the event producer ultimately 
defines the content of  their event.  

It is clear that all of  the events that our interviewees are 
responsible for, cannot be placed in the same category. 
Neil Grant explains that, “The London Art Book fair 
[soon to be Whitechapel Art Book Fair] is on an upper 
cultural level, attracting big name artists and bigger 
collectors. It is more difficult to attract people up to 
Manchester”. It would therefore be unfair to 
suggest that the fairs are competing. 

Both Neil and John have exciting plans for their 
fairs. Neil is also organising an independent press 
(The Righton Press) that is connected to the University. 
By expanding the ambition of  the Righton Press he is 
hoping to make an impact on the Manchester artist’s 
book fair because the two are so closely linked. 
Linking a press with an event is an interesting concept 
that provides a multitude of  possibilities. One of  which 
is the possibility of  organising a tour involving both the 
Righton Press and the Manchester artist’s book fair. 
“We have done some work on opening up the fairs and 
exhibitions to the wider public. We rely on mailing lists 
that used to be aimed purely at people that would like 
to take part in the book fair. We are trying to open it up 
now”10. 

Neil is hoping to make Manchester a two-day event, 
potentially with bookbinding workshops on the first day. 
He also feels that there is need to put aside a space for 
presentations within the fair. A clear strategy has been 
developed that aims to open up channels with local 
venues and organisations. Part of  this involves linking 
up with Schools, libraries and Galleries (The Castlefield 
Gallery in particular). 

The Manchester fair has been running for 3 years 
now and gets funding solely from the table space used. 
It is hoped that in the years to come, external funding 
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will be acquired from bringing artists’ books fairs into 
the research fold. Neil would like to see, “an exchange 
and/or interaction with like minded institutions”11. 
Specifically he envisages triangulation between 
Manchester, Leeds and Bristol. 

John and Neil are both looking for the same outcome 
(increased profile of  artists’ books) but are setting out to 
achieve their goal in slightly different ways. Neil is using 
the Righton Press as his primary tool and has some 
plans for improving the formula of  the book fair. John 
on the other hand is not involved with a Press and is 
solely concerned with improving the quality of  the event 
in order to achieve the desired effect. “New directions 
[in Leeds] will be taken by means of  the events which 
take place in conjunction with our fair; related initiatives 
such as exhibitions and commissions of  new work, 
performances and workshops, conferences, talks and 
advice surgeries”12. The Leeds fair continues to receive 
funding from the Arts Council England. 

Selection processes

The selection process is not necessary for some 
(Manchester, Leeds, Bristol etc.) because they are already 
well-established. These fairs/events operate on a first-
come-first-served basis. John believes that, “the range 
and diversity of  books evolves naturally over time as 
exhibitors decide whether the event is an appropriate 
context for their work”13.

For new events such as Liverpool it is necessary, in order 
to ensure that attendees are book artists rather than 
individuals more focused on craft. By introducing the 
selection process to the fair, Emily hopes to attract a 
higher standard of  work. She is using her own criteria 
in order to bring conceptually strong work rather than 
books focused on craft. 
In London’s case it is more relevant because it is 
another tool for raising the profile of  the event and 
ensuring that work is of  a high standard. Marcus’ fair is 
by selection and fee. He has a high profile group, chosen 
by the Whitechapel Gallery who will make up 
the selection committee. 

Venue

What makes a good venue for a book art event? 
Every one of  the interviewees stressed the importance of  
the venue. In order to raise the profile of  artists’ books 
it is essential that the events are held in appropriately 
located and prestigious venues. This has the effect of  
not only igniting curiosity amongst the public, but 
also increases the status of  the event in the eyes of  the 
participants. This has the knock on effect of  improving 
the quality of  work produced. 

This is clearly not an easy option for university-based 
fairs, although Sarah Bodman and Tom Sowden of  
UWE, hold the Bristol artist’s book event (BABE) in 
collaboration with, and at Arnolfini. This is a prestigious 
venue and is described (on its website as) “In a fantastic 
waterside location at the heart of  Bristol’s harbourside, 
Arnolfini is one of  Europe’s leading centres for the 
contemporary arts”14. The prestige and accessibility 
of  such a venue is extremely important and is 
instrumental in both raising the profile of  the event 
and drawing in a larger and more diverse audience. 
Neil Grant is considering using the Castlefield Gallery 
in Manchester as the venue for future book events for 
just this reason. 

Social/networking 

The combination of  making an event multi-focal and 
holding it within a well-located, high-profile venue 
raises its social and networking value. A multi-focal event 
draws in a larger and more diverse group which in turn 
creates potential links. 

For Maria White, the links that she makes at fairs are 
very important. It is her best opportunity to get out there 
and meet the artists. “Because I have a whole other job 
that I do, I can’t be as pro-active as perhaps would be 
desirable. So I am dependent on either having people 
come to me, or going to fairs in order to discover new 
talent”15.

“I like to put the elements in place in order to make it 
thrive, and paramount with this is; the venue. 
The venue spreads the importance. It is more than just 
about selling. It is a culture show”16. Marcus Campbell 
sees artists’ books events as an opportunity for everyone 
to come together and connect: exhibitors just as much as 
the public.

Conclusion

The audience, and indeed their appreciation of  artists’ 
books has grown over the last two decades. There 
are many more private collectors as well as a growing 
number of  libraries and museums that are building 
collections. It is the event organisers, in their position 
of  leadership, that have the power to maintain this 
momentum. As previously stated, it is the conscious 
decision to execute that power, and the extent to which 
it is used that impacts upon the cultural output of  their 
events.

In order to keep this momentum going, art book 
event producers need the support and encouragement 
of  the people involved in the art form. This means as 
many members of  the artists’ community as possible 
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participating in multi-focal events. Be it as viewers book 
artists, performance artists or pro-actively initiating any 
relevant feature that brings greater and more varied 
dimensions to the events. 

Event producers are likely to gain strength and 
energy from greater exchange and collaboration. 
As their experiences are so varied, the passing of  this 
knowledge could well be instrumental in hastening the 
further development of  the genre.  

Having been a participant in two fairs I was surprised 
by the enormity of  the task of  organising such events. 
Talking to the event producers gave an insight to the 
amount of  administrative work required. It is a huge 
task. As Maria White puts it: “Anyone who gets their act 
together and organises a fair is doing fantastic work and 
they don’t always get the praise they deserve”17.

Sophie Loss is a London-based artist who makes books. 
sophie_loss@hotmail.com
http://www.am-bruno.blogspot.com

Nicholas Bruce-Lockhart is an aspiring journalist who has 
written for The Guardian, and helped to put this essay 
together.
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Twenty-Four  Walks with Rosie
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Coastal Journey box work, detail, John Dilnot

Country Cottages painting detail, John Dilnot

Out of  the trees and into the wood 
book detail, John Dilnot
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From potato to digital, always experimental: 
 John Dilnot and his book works 

Linda Newington
University of  Southampton Library

I am writing as a Librarian with a Fine Art degree and 
have worked with Special Collections throughout my 
professional career commencing in my first post at the 
Natural History Museum with botanical paintings, prints 
and drawings, with Fine Printed Books at Camberwell 
followed by the Artists’ Books Collection at Winchester 
School of  Art. Most recently I have been working 
with the Knitting Collections held by the University 
of  Southampton Library which include the Knitting 
Reference Library based at Winchester. 

Today I find myself  taking an evangelical approach 
to working with collections in a library context; they 
remain at the heart of  my professional practice even 
though libraries are constantly being re-branded and 
urged towards change and transformation. The book, 
however, is surviving and thriving. It has been taking 
many shapes and forms since its earliest inception and 
appears to be a long term survivor alongside current new 
derivations and all the possible predictive forms it may 
yet take in the twenty-first century.

The work of  John Dilnot connects with my interests 
in natural history, artists’ books and the practice of  
making that is concerned with the themes of  childhood, 
nostalgia, nature and the everyday. The Artists’ Books 
Collection at Winchester has been developed over four 
decades and has benefited from early acquisitions with 
books made in the 1960s and 1970s. The collection has 
continued to grow since that time with the focus today 
on contemporary artists; it includes an extensive range of  
book works by Dilnot. 

Dilnot has been a practising artist for many years; he 
remembers making art work as a young child. He first 
studied Graphic Design at Canterbury College of  
Art and Design where he made a one-off  book in 
the 1970s.  Later, at Camberwell School of  Arts 
and Crafts, he received his Fine Art degree and 
immediately enrolled in the postgraduate Printmaking 
course there. Who knows, our paths may have crossed at 
Camberwell where I was working as a Librarian in the 
1980s when he was a post-graduate student. Perhaps our 
visits to the Coracle Press located in Camberwell at that 
time coincided? 

The earliest book held in the Artists’ Books Collection 
by Dilnot is from 1985 and is entitled Out of  the trees and 
into the wood. It is one of  the first books he made whilst 
at Camberwell and was purchased from the Nigel 

Greenwood Gallery in London. In comparison the 
latest Dilnot acquisition for the Artists’ Books Collection 
is a bird box with a flock of  swallows swooping across a 
background map of  the Solent.  It was commissioned 
especially for the collection and acquired direct from the 
artist this year. The interval between these two works 
reveal Dilnot’s early interest in the book form and an 
enduring, even stubborn, commitment over several 
decades to making book works. This is for Dilnot an 
essential activity that enables him to create accessible and 
democratic pieces; he could never give it up. Although 
these terms are now commonly used to describe books 
by other artists, Dilnot’s book works have for some time 
been widely available in galleries and shops across the 
UK and they remain reasonably priced. This is part of  
their aesthetic, an aesthetic which also involves cheap, 
low-tech production with no wastage, affordability and 
distribution through accessible retail outlets.  

Out of  the trees and into the wood takes the form of  a 
concertina which may be pulled out from the book 
covers that are made of  corrugated cardboard to create 
a manipulated but recognisable book form. It is screen 
printed comprising 18 drawn images focusing on the 
motif  of  a tree; a reoccurring theme in Dilnot’s work. 
The wood and leaves of  this tree create imaginary 
images for the reader in a visual narrative which links 
these materials to a selection of  everyday objects we may 
come across again and again, but which are 
reinvented: milk cartons become book-ends, books 
become flying objects, leaping or falling, to catching the 
imagination - or to land on our heads. Clearly, some of  
these images are not without humour, but Dilnot also 
subtly juxtaposes material objects to raise questions. 
Materials such as corrugated cardboard, alongside 
brown paper and string are now a common feature of  
the fashionably current simple Zen style of  packaging 
and wrapping. Once shunned as too basic, maybe even a 
sign of  poverty and making-do, here they are utilised by 
Dilnot to create a book that effectively invites the reader, 
“Look inside my covers, explore my concertina. I am not 
too precious - and you can take me home”.

Dilnot is an artist who is able to combine the sensibility 
and skills from both graphic design and fine art to 
produce interesting and varied forms utilising and 
merging different techniques in creating a distinct 
identity for the work. The forms, whether books, 
boxes, cards, maps, paintings, prints, scrapbooks 
or even wallpaper, become the messengers for his 
preoccupations: the everyday, the visualisation of  
nature when working in an urban environment and the 
intentional use of  nostalgia. A further distinctive and 
integral part of  this identity is to be found in the method 
of  production which is print; from potato to digital, hand 
to machine, no processes are excluded.
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Winter Buds, John Dilnot Printing wallpaper in the studio

Little Book Series, John Dilnot
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The artist’s imagery presented in the book form has 
included scenes of  rural life on food packaging, the signs 
of  urban nature in the world on the doorstep, along the 
street, in the backyard or the front garden. Inspiration 
is both at home and close to home, also to-hand in the 
artist’s personal library located in his studio at Phoenix 
House in Brighton. The artist has not necessarily needed 
to travel afar; instead, looking out his kitchen window or 
walking along a nearby street, all are potential and valid 
sources of  imagery for him.

The use of  books, magazines, ephemera and libraries has 
also been a constant presence forming a key part of  his 
working practice. Early memories have contributed to a 
partial reinvention of  childhood surfacing in content and 
form sometimes sourced from the studio library which 
serves as both an anchor to the past time of  childhood, 
and a source for new work. This approach is not totally 
knowing or always intentional and may take many guises.  
Sometimes it is amused or nostalgic and, of  course in 
the 21st century, ironic. However nostalgia is a serious 
subject for Dilnot and his personal library provides 
inspiration from the 19th century through to the 1970s 
offering endless images and views as a means to source 
the past. This may provide the reader with a 
re-interpretation whilst also introducing a sense of  

play and fun alongside the more serious although 
subtly hidden concerns about our relationship with 
the material world. 

Dilnot’s personal library described by him as ‘raw 
material’ includes the classic Children’s Encyclopaedia by 
Arthur Mee, a selection of  the Ladybird nature books, old 
school text books on geography and science, and many 
books collected from charity shops since the 1980s for 
their interesting graphic design. He has also collected 
original packaging which is kept in a series of  scrapbooks 
forming part of  the artist’s archive, a rich and unique 
primary source again of  raw material. This interest 
in resources is mirrored by other contemporary artists 
seen in the new work emanating from those working 
directly with archives to create new pieces, or in curating 
exhibitions of  specific collections. It is also seen in the 
primary sources which comprise the Artists’ Archive 
housed and accessible to the public in the Tate Archive 
and Library at Tate Britain. It raises questions for 
collectors, including librarians, about what is acquired 
and retained, catalogued and made accessible to 
current and future researchers whether in an academic 
context or to the wider public. Should there be an elite 
of  public collections, is the everyday to be dismissed as 
not a part of  the nationally collected culture? 

Dilnot remembers spending as much time as possible in 
the Arts Council Bookshop, once located in Long Acre, 
when he was working in London in the early 1980s as 
a graphic designer - which he happily left to take up a 
place at Camberwell on the Fine Art course. 
At Camberwell the bookshop was replaced by the 
Library, where he spent time looking through everything 
of  interest and where he first came across the works 
of  Ed Ruscha and Fluxus. Along the road and close 
by was Coracle which he found and frequented taking 
part in a group show “Low-Tech”. At this time he also 
started making constructions including boxes. It is not 
particularly surprising, then, that Dilnot’s degree show in 
1984 included diverse works (except paintings). 
He identifies the sense of  tension he felt at art school as 
a creative and motivating force. This sense of  tension 
manifests itself  in the diversification of  his materials, 
processes and variety of  work.

Often viewed as sentimental, nostalgia has been 
predominantly shaped by a contemporary and 
prevailing sense of  irony but it is not the only 
interpretation of  that sensibility available to us today. 
Nostalgia is being studied by current researchers in 
the School of  Psychology at the University of  
Southampton. Their conclusions identify nostalgia as 
a positive source of  inspiration for both young and old 
and a sign of  self  esteem. It is viewed as an important 
contributor to building and developing memory and 

Potato Prints, detail, John Dilnot

Bad Apples digital print detail, John Dilnot
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Ten English Homes, box of  cards, John Dilnot

Ten English Homes, installation at Cornerhouse, detail, John Dilnot

Ten English Homes, installation 
at Cornerhouse
John Dilnot
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a sense of  identity. In relation to English clothing that 
has a nostalgic influence the now fashionably labelled 
“Anglomania” serves to illustrate a collective 
rehabilitation of  a particular style looking to the past 
for inspiration whilst being fashionably reinvented by 
contemporary nationally recognised designers such as 
Paul Smith and Vivienne Westwood. They are both 
inventive users of  the past using resources that may be 
found in our national network of  libraries. Paul Smith 
himself  is inspired by the everyday, as revealed in 
his biography You can find inspiration in everything 
(and if  you can’t look again) and has acquired work by 
John Dilnot to both display and sell in his shops.

The theme of  nostalgia is apparent in a 1991 work 
by Dilnot entitled Ten English Homes made specifically 
to accompany an installation at the Cornerhouse, 
Manchester. It included a window installation 
comprising four pyramids of  mock boxed products onto 
which were printed images of  a house set in a landscape. 
The primary source for this work was packaging which 
the artist intentionally altered and subverted to re-use in 
a different format, provoking a strong sense of  nostalgia 
for homes that probably never existed or existed only 
in the collective, public imagination. A set of  ten cards 
is packaged in an oblong box; the images on the ten 
cards are simplified shapes, depicted in bright and vivid 
colours. They represent the idealised scene of  bungalow, 
cottage and house set in pastoral green hills, amidst 
perfectly shaped trees beneath blue skies and fluffy 
clouds. We should remember these images were first 
part of  an idealised picture of  country life from an 
anonymous graphic designer. They were designed to 
sell quintessential English dairy products to us, the 
consumers of  milk, butter and cheese, from “real dairy 
herds”. We now have Johnny Rotten, the former prince 
of  punk, appearing on our television screens as a 
country gentleman representing Englishness in the 
evergreen countryside. Thus the advertisers of  Country 
Life make knowing use of  a romantic but somewhat 
tarnished idyll and idol.

Dilnot’s obsession with trees is shown in two 
contrasting views. The tree may symbolise an idyllic, 
nostalgic and green view of  the English countryside 
or it may offer a quite different view, such as that 
presented in the Urban Trees Series, specifically January 
dated 1999, with its thirteen photographs of  Christmas 
trees found discarded in Brighton. These Christmas 
trees acquired for that short festive season have been 
abandoned and left to be collected and possibly, but not 
necessarily, recycled. Their demise is sadly evocative 
of  a short life, and here Dilnot presents them, without 
sentiment, brutally portraying the once-festive trees 
as stumps, tattered remains, cut-up or trapped, all 
skeletons of  their former selves. These images are 

innocently bound in a simple paperback depicting a jolly, 
colourful image of  a classic Christmas tree with baubles, 
snow and stars. The theme of  nature as utilised by Dilnot 
may appear welcoming and fun but there is also a dark 
side as the Christmas tree itself  has been coloured black. 
Nature as a subject is another national obsession, with 
natural history programmes perennially popular and 
championed by the public. A fact also displayed in the 
reverence for the national treasures of  Charles Darwin 
and David Attenborough. 

The box as a form has long been a part of  Dilnot’s 
practice, his current success with boxes having 
developed gradually over a number of  years. It is of  
course debatable as to whether these are bookworks but 
this is not my concern here; the debate about definitions 
of  artists’ books is taking place elsewhere. 

Dilnot’s boxes are available through the Rebecca 
Hossack Gallery and although they do not have the 
affordability of  Dilnot’s book works they are part of  
his approach to making contemporary art that is not 
concerned with a single material realisation. 

 January from the Urban Tree Series, detail, John Dilnot

A selection of  John Dilnot’s rubber stamps 
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Above and below: Ten English Homes, box of  cards, John Dilnot
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These new bigger boxes are identified by the artist as 
playing a key part in pushing his work to the limit and 
continuing with experimentation. 

Dilnot’s home itself  comprises in part a working studio 
which houses a range of  ink-jet printers alongside 
potatoes and rubber stamps. At his open studios, books, 
boxes, prints, and cards jostle for attention with stacks, 
shelves, and containers holding paper, twigs, stamps and 
wood. Yet the artist is never satisfied, he is now thinking 
about new work and is focusing on ideas for large screen 
prints and colour pencil drawings.  

He continues to experiment and give us new images and 
objects that voice his preoccupations. He seems 
to go both backwards and forwards at the same time, 
comfortable with either, or working the past together 
with the present, whilst looking forward to the future.

L.A.Newington@soton.ac.uk

 John Dilnot’s work can be viewed online at:
www.johndilnot.com 
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allen ruppersberg is everywhere 
by Emily Artinian, and others 

 

 
 
Where’s Al? 
 
Al is everywhere these days.  
 
Some selected loci, of many: 
 
Allen Ruppersberg: certain of his books, Susan Morgan, Afterall 2002 
Something out of the ordinary, John Slyce for Camden Arts Centre 2008 
What one loves about life are the things that fade, Allan McCollum 2001 
Allen Ruppersberg, Martin Vincent, Art Monthly 2006 
Tim Griffin on Allen Ruppersberg, ArtForum 2007 
Poster child for a new generation, Merilly Kerr, art on paper 2007 
The new five foot shelf: memoir/novel/index, A. Ruppersberg, www.diabeacon.org 2005 
First thought best thought, Allen Ruppersberg, Artforum 2007 

Al’s work is first and foremost social. This reading, that you are reading, is a  
re-viewing of others’ readings, particularly those in the list here. It’s a social reading,  
in Ruppersbergian fashion. 

My first and perhaps best thought was to start with Allen Ruppersberg’s signal piece  
Where’s Al from 1972. I’d show the piece here, but its 121 typed index cards and 150 
Instamatic prints are nearly impossible to reproduce properly. The question, Where’s Al?,  
is answered serially in the form of a He/She dialogue running through a cycle of 
permutations: ‘She: Where’s Al? He: Maybe he stayed home to read. She: What’s he been 
reading? He: Things on Houdini.’ Al has forgotten. He’s in New York. He’s likely at home 
watching a good movie on TV. Still in Europe. Probably sitting in some coffee shop on 
Hollywood Blvd. I think he went back to Cleveland. Al is everywhere and nowhere; decidedly 
absent from each prosaic snapshot but wholly present in the text. The piece is personal and 
yet social, a portrait of a community of friends and their location in culture as much as that  
of the young artist. [J . Slyce] 
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Allen Ruppersberg has had a long slow burn. [J. Slyce] 

 
A contemporary of Ruscha, and of the first generation conceptualists on the west coast in 
the US, Al, at 63, is finally getting his due [M. Kerr]. 

Allen Ruppersberg is an old and new point of reference, a sixties and an aughties way of 
working. Al’s work takes time to absorb. It is for reading first; then it demands that we look at 
ourselves reading it, and also that we consider our reading as viewing.  

‘In reading a book’, Vladimir Nabokov observed, ‘we must have time to acquaint ourselves 
with it. We have no physical organ (as we have the eye in regard to a painting) that takes in 
the whole picture and then can enjoy its details. But at a second, or third, or fourth reading 
we do, in a sense, behave towards a book as we do towards a painting’. [S. Morgan] 

This week an exhibition opened. My work included photographs hung on the wall and an 
artists book displayed on a shelf, available for handling, maybe too available, or maybe not 
available enough. The gallery called. The book has been stolen. The photography is firmly 
in place on the walls. Did the thief need more time for reading? Maybe a comfy chair, and a 
good, hot cup of tea? 

If ever there were an artist whose practice seemed premised on Jacques Rancière’s idea of 
the spectator who ‘makes his poem with the poem that is performed in front of him’, it is 
Allen Ruppersberg. [T. Griffin] 

Al is a point of conjunction for the overlapping but still confrontational spheres of the book 
and the work on the gallery wall.  
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Al isn’t creating environments. Only breaking them down. [Al’s sign above the reception desk in Al’s 
Grand Hotel, his 1971 broken-apart environment that was open for three months in Los Angeles] 

hi emily. 
wish you a happy 2009! how is life treating you in the US?  
are you still keeping your ties in the UK? nothing much new  
here in berlin. sure you know that archi started a project room.  
did not manage  to go to the opening, but i am sure i will  
get another chance to check  it out. hope you are well! 
xoxo Michaela  

Lippard’s essay of 1973 on the dematerialisation of the art object has been followed by 
nearly four decades of increasing objectification and marketisation of The Work – especially, 
if belatedly, of the artists book. But still, a widening awareness of the artwork as something 
located outside of itself, and outside of commerce, is insistent. Auctions for oligarchs 
proceed apace but galleries are shadowed by burgeoning project spaces, project rooms, 
conversation, conference. Robert Hughes’ Mona Lisa Curse is cursed by many, but holds 
the attention of more.  

The ordering of just the right linen thread from Falkiners or Talus, the exhaustive 
consultations with printers – both machine and human, and then careful white paint on 
every last non-object, anti-vitrine arguments with gallerists and obsessive straightening of 
shelves, edges, wall texts. These are more and more recognised as initial components, first 
steps of the work.  

Al has been taking these as preliminary steps all along. 
 
Al has been taking these as preliminary steps through the corporatisation of art, through 
$200 million Hirst floggings at Southeby’s, through the appearance of ever more workshops 
on how to sell your artists book. 
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Allen Ruppersberg is a poster child for this generation [M. Kerr, title for Afterall]. 

Al’s work invites the individual into the social sphere, into conversation. Many people writing 
about him choose to call him Al, even those, including me, who’ve never met him. He 
invites both intimacy and after-dialogue – like a good artists book. 

Ruppersberg has a vast collection of postcards, books, movie posters, films, magazines, 
ephemera, and other pop-culture artifacts that he uses as a resource for his work. Speaking 
about the time the artist spent in New York (from the mid-eighties through the nineties), 
Christine Burgin recalls, ‘Al came to New York and collected CBGB and Mudd Club posters, 
archiving them as if they were fine art’. Burgin adds that in his artwork, ‘he uses posters of his 
own making – along with leftovers from jobs printed by other clients of the company that 
prints them – to disavow authorship, presenting them as they exist in the world’. The New 
Five Foot Shelf (2001), a major installation by the artist, includes a fifty-volume publication 
with texts written or collected by the artist, and forty-four poster-scale inkjet prints that 
document – photographically – the interior of his old library-like Manhattan studio. [M. Kerr] 

For Ruppersberg, ideas, like stories and myths, come to life through their repeated 
circulation and reconfigurations across the space of shared culture. [J. Slyce] 
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Al is a bridge. 

Al is a touchstone for the field of artists books. This is not merely because books and text 
are central to his work, but because his way of working points to and mirrors the 
performance of an artists book in the world. 

Further, Al is a meeting point for the artists book as document/archive and an 
understanding of the artwork as event, as the paratext around the object.  
 
The artists book has often turned its back on the points of departure opened for it in the 
60s, with an overemphasis on materiality, and, frequently, too strong an impulse to 
conserve a decaying form.  

Al is a model to return to for a way the artists book can be conceived of now. The ever-
increasing dialogue around the work in the broader art sphere, the dialogue and paratext as 
the work, can be likened to an artists book. The artists book is a metaphor for the 
documentation, the discussion, the afterimage and aftereffects that are increasingly 
happening around the artwork.  
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Al is a good cup of tea. 

Of course Ruppersberg’s preoccupations with narratives led him to think a lot about books. 
Books participate in our culture’s mythologies, as well as help shape and create them. They 
are publicly produced but privately read (and written). They gather and save the memories of 
a culture, but also – perhaps more frequently – they help dictate what is forgotten. The writer 
can mean one thing and the reading public can find thousands of other meanings. I beleave 
Ruppersberg feels there is something paradoxical and otherworldly about our relationships 
with books. [Allan McCollum] 

Al is the good cup of tea in the world that is sipped alongside our otherworldly experiences 
in books, text, language. 

It is fitting that Allen Ruppersberg is more and more in view, at this moment when the artists 
book is also more broadly known, and when there is a parallel impulse in the wider sphere 
of art towards an enlarged conception of artworks as initiation points.  

Allen Ruppersberg is everywhere. 

 
 
 
 
 
 
 
 
 
 
Emily Artinian is an artist and writer working in London and Pennsylvania. www.emilyartinian.com 
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Sally Alatalo’s first book, a photograph album, made at around the age of  9.

Sally Alatalo’s studio.
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Interview with Sally Alatalo, artist and 
founder of  Sara Ranchouse Publishing, 
at her studio in Chicago on Tuesday 4th 
November 2008 

Sarah Bodman and Tom Sowden

Sarah Bodman - How did you get started?

Sally Alatalo - I should show you my very first book 
that I made when I was a child. I think I started because 
I loved to read. This is one that I made for my mother 
[shows an early photograph album, see left]. 
It was before I’d read any books about how to make 
books, but I must have read something somewhere 
because it’s got sewing in it. I don’t remember having 
made it but… I think there were more photographs at 
some point.

Tom Sowden - How old were you when you made this?

SA - Oh I must have been under 9, 8 or 9. Oh, here 
there’s a photograph of  me, so I must have been that old. 
What is that? Maybe 8?

SB -That’s just so well made

TS - It is incredible, especially at 8 or 9.

SA - It must be some kind of  chain stitch, I hesitate 
to take it apart. But obviously they are materials that 
I had at hand, because I was really quite good at sewing, 
I made all of  my own clothing often out of  other clothes, 
like my dad’s old shirts and things, and this is definitely 
a fabric that had been used for clothing, you know a cut 
off  - salvaged. It’s just scrap that I had around, and then 
this is Christmas paper, and this too, I don’t remember 
even where I got the materials from, but I was re-using, 
and this has been a theme - I’m only thinking about this 
now - but this has been a theme that’s resurfaced again 
and again in my works, to re-use things.

SB - You can see that with all of  the fabrics in here.

SA - This has become quite important to me and 
I consider it an important part of  my publishing 
production, and a really important part of  my ethic. 
Which is to take the material that is left over from other 
projects and to use it, and of  course I’ve done this with 
books.  For the book fair [NY Art Book Fair] everybody 
had these bags produced in China to print things on, to 
sell book bags, and I thought well I’m going to make my 
own bags because I don’t need to order up from China 
when I’ve got all this extra material.  So my assistants 

and I started making these. And they’re all different, you 
know, we’re using different garnishes.

SB - They’re beautiful!

SA - This is a panel from a jacket and the belt from a 
jacket, so we’re working on these. It’s not an issue of  
commerce it’s an issue of  use - it’s a different kind of  
economy; it’s an economy of  recycling. I’ve done a lot of  
projects with romance novels, as material as well as texts, 
and I made this jacket that’s insulated with romance 
novels. It becomes quite cold in here in winter-time and I 
think part of  it is about that. Should I wear it?

TS/SB - Yes.

SA - (Puts jacket on) I wore it to an opening. Since we’re 
going this material route I’m going to show you some 
projects that you might not be as familiar with, that have 
to do with material and I just have to grab some folders.

TS - Can I take some pictures of  your photo album?

SA - Of  course. The world will know!  Make sure that 
you label it ‘made as a child’.

SA - So this, with the romance as the material - 
I’d been doing genre fiction but I hadn’t yet done a 
romance, I’d only done Westerns and detective stories. 
Karen Reimer, an artist and co-curator, assumed that 
I’d also done romance, and asked me to participate in 
a show called What’s Love Got To Do With It, which was a 
show about romantic love. I said “well I haven’t actually 
done a romance novel yet but I have another idea for a 
project”, and the project was this rather minimal piece, 
where I built a wall on top of  an existing gallery wall, 
and then I insulated it with romance novels. I called the 
piece Keep Me Warm.  So you couldn’t see the romance 
novels, and there was an element of  trust that they were 
actually there - they were - but there was a label that said 

Sally Alatalo’s Book Jacket, insulated with romance novels.



30

the title and that said ‘dry wall, wood, 1293 romance 
novels’, so that people, if  they read the label, would 
become aware that it was insulated.

SB - And were they shredded or just packed?

SA - No, they were packed. And so I have all those white 
boxes at the end there [indicating boxes at the far end of  
the hall]; all full of  romance novels.  

Let me show you a book that came out of  that [walks 
away and brings back copies of  a rearranged affair by Anita 
M-28, one of  Sally’s pseudonyms]. I’m thinking of  doing 
another edition of  these, because it’s quite limited as it’s 
made out of  material. I don’t know if  you’re familiar 
with this book? It’s a series of  romance novels that all 
have the same number of  pages, and I rearranged them 
[and re-bound them] so each page is from a different 
book, but they’re still in sequential order. So that came 
out of  having the material of  the books and wanting 
to do something with them.  They’re actually quite 
coherent, despite the fact that the characters change. 

I think they’re quite beautiful in that, as much as you try, 
you can’t make them all the same. I’ve learned that as a 
publisher, despite my efforts to make things look uniform 
and machine made, you can’t. Even machines aren’t 
perfect, which is very nice. Paper’s really a breathing 
thing.  

TS - Can I have a look? So each one of  these is unique?

SA - And I’ve numbered them, which is unusual for me. 
There are 188.

TS - So two pages from each.

SA - Yes, one sheet, recto and verso. I did it twice, 
because I thought it made a certain kind of  sense for the 
edition size to match the number of  pages of  a 
typical novel in the original series.

SB - So how many books did you use?

SA - It was 188 books, because I did it twice.

TS - Can you really read it? Does it make sense?

SA - Yeah, because the writers are given the form, 
so the climax occurs around the same page. I have 
performed these. They’re funny because, you have to 
think about it a little bit, the story stays the same though 
the characters and the places change, and so suddenly 
you go from the Australian outback into maybe 19th 
century France, so they’re really quite funny to perform, 
if  you get the right points. There was one that had [pages 
from] one book that had been burned, which is quite a 
dramatic event.

TS  - What, all the way through?

SA - Yeah, each page. You see that’s page 165.

SB - Do you think somebody fell asleep by the fire or 
something?

SA - Yeah, or with a cigarette or something.  And so, 
I love those kinds of  events that transgress all of  the 
edition.

TS - And is the burn mark on every single page from 
that book?

SA - More or less, but again since I did this twice it’s not 
in every book, it’s in half  of  the books. Here it is in this 
one. It looks like it doesn’t go from the very front.  These 
are the only three I have.  

SB - Until you do it again.

SA - Yeah, but I’ll do a different cover, because people 
like that.  So, I’ve done several projects that have to do 
with these book collections that I’ve accrued, and the 
next one that came after that was a piece called 
Keep Me Warm Wallpaper. This was in Minnesota at 
Carleton College, and it was a 50’ wide installation 
of  repeat-pattern wallpaper. The rolls themselves were 
9’ long and 20” wide. It is a repeat pattern of  romance 
novels. I also decorated the gallery with chintz fabric and 
curtains. It’s about the idea of  the romance novel being 
not just psychologically insulating, but physically as well.

So they’re actually screenprinted onto long rolls of  paper. 
Then I did another one called Pink Romance, 
for which I lined up all the books that had pink spines.

SB - Yes, they’re related. Around the book.

a rearranged affair by Anita M-28 (Sally Alatalo)
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SA - The first wallpaper I did was not a picture of  
books but was a reference to Charlotte Perkins Gilman’s 
novella, The Yellow Wallpaper. I did it as part of  a series 
called Duz, and it was a roll of  wallpaper. 
So they’re all kind of  mixed up between pictures of  
books, literary references, printed multiples that I’m 
distributing like books.

TS - But all still based around the book.

SA - Yes. This was actually sold, this pink wallpaper, 
to a client on the Gold Coast here. She had me do her 
powder room! Then I gave her some books to have, so 
people can read while they’re on the loo.

SB - Fantastic.

SA - And this one, I did a lot of  these for people. This 
was another [wallpaper] called Worn Embraces, and it’s all 
spines that have embraces. I’m very proud of  the skill I 
gained installing wallpaper. You see how it wraps around 
the electrical plate?

One woman asked me, “do you do [regular] wallpaper 
installations?” Would I install her wallpaper? And I said 
no, not unless it’s wallpaper I made that you buy from 
me.  

Anyway what I wanted to show you was that this 
Pink Romance took many different forms. In this exhibit 
in Minnesota with the chintz benches I did this piece 
that was really claustrophobic. Then there’s the powder 

Some of  Sally Alatalo’s Wallpaper works in her studio.

Pink Romance installation, Sally Alatalo
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room, but then the first time I did it was just a wall in 
a gallery.

I don’t know if  you want to get the details, but just 
seeing it in those different manifestations. I did those all 
vertical again because of  the claustrophobic, impulsive 
collecting of  romance novels. I read a couple of  
sociological studies of  romance readers, which really 
influenced the ideas.

So that’s how I got started. I guess there was kind of  
a big jump from re-using the material of  the photo 
album to this. 

SB/TS - Yes.

SA - There’s a few years in there, a couple of  decades in 
fact.

SB - But you can see it’s a natural progression, can’t you.

SA - With my more contemporary romance novels, that 
I think you’re more familiar with, I’m recycling language. 
I really call it, in fact it is my new motto, “recycling 
language one word at a time”. I like that it is also about 
recycling material. There is a lot of  language out there 
that it is not terribly interesting, but it can be used to 
generate different ideas. I guess not too surprisingly, 
romance readers respond very positively to this work.

TS - Oh, they do?

SA - Because they are well aware of  the compulsions and 
stereotypes of  their own habit.

TS - Right. 

SA - And this reiterates that. If  anything I’m critiquing 
the publishers.

SB - Right, not taking the mickey out of  people.

SA - I think that romance novels really offer quite an 
important diversion and distraction for many women 
especially, so I don’t criticise that. But I do kind of  want 
to add to that genre. I’m fascinated by that genre because 
there’s so much work been done. There are so many 
readers, there are so many publications, there’s so much 
activity - it’s a huge part of  our culture. I’m interested in 
exploring that as, in a way, to access a broader audience.

TS - Are your books available in stores that you could 
pick up a normal romance novel as well?

SA - They have been. Right now they’re in more 
specialty shops, like Quimby’s [Chicago], but I used 

to have them at Tower Records, when Tower Records 
existed. And Barnes and Noble, I had a contract with 
them, but the consignment contracts in those kinds of  
stores are, as you can imagine, miniscule. The people 
who do them are maybe employed for two months at 
a time and then find something else, and it’s a very 
tiny part of  their operation. So I haven’t pursued 
that again, but I was very happy to have infiltrated
that at one time.

I don’t know if  you’re familiar with Peter Huttinger? 
He curated a couple of  important shows and he used to 
work with this project called Intermedia in Cincinnati 
that tried to get art work out of  galleries and into more 
of  a public space. He invited me to do readings at a 
book store and at a library, and I did a romance persona 
reading with this project and was advertised in the 
bookstore as ‘a romance reader’. 

I’ll try to find that, I think that’s in my box of  
paraphernalia. I thought that was a nice coup, though of  
course nobody came. There were some very kind staff  
at the book store who politely filled in the chairs, and a 
couple of  artists, but the public didn’t come, 
I was not Danielle Steel.  

TS - Is that because you were an unknown?

SA - Yeah, and I had a weird name.  You know my 
romance persona name is ‘Anita M-28’?

SB/TS - Yeah. 

SA - And I think I might have just been billed as M-28, 
it doesn’t sound good.

SB - Why is it Anita M-28?

SA - The formula for creating your romance author 
pseudonym is that your own middle name becomes your 
first, and the street you grew up in is your second.
And so I grew up up on a highway, so it’s Anita M-28.  
That’s a great party game. And your porn star is your 
first pet’s name followed by your street name.

TS - Ah, we do it as mother’s maiden name.  

SA - And Sara Ranchouse, I don’t know if  I described 
the name? It derives from the fact Sally’s a nickname 
for Sara. Sally is a diminutive form of  Sara, like Nicky 
for Nicola. It also means Princess, but small princess. 
Then my last name is Alatalo, which is a Finnish name. 
Talo means house and Finns were named for their house 
historically, which is about the same as being named for 
your family, because families stayed in the same house. 
So my house that I’m named for was the lower house, 
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Ala means lower. That was the house at the bottom of  
the hill - and it’s where all the farm hands would stay.  
So it’s kind of  the bunk house. So I use Ranchhouse as 
kind of  an American translation of  that.  It’s kind of  
the American dream home, and it’s a nice place to put 
books, good library spaces.

I’ll show you another series. I’m intending to work in 
series, I’m quite interested in approaching publishing 
somewhat from a business perspective, even though 
business bores me to tears. I think that’s why I attack the 
business model as it plays to a project. So as you probably 
know I’ve done things like book signings as performance.

SB - Yes.

SA - Publishing as a project has to do specifically with 
text. So I became quite interested in how to format texts, 
and this is a piece I did [shows Between Clean]. 

I inherited these car repair manuals from my father who 
was a mechanic, and I’m fascinated with the language, 
words like ‘carburetor’.  He was using this language in his 
work, and so I made these - it’s a pantoum form. I made 
this poem, and I felt like the text really needed to be all 
on one page, and it’s quite a long page, and I thought, 
well a scroll, it has to be a scroll. So the next problem was 
what kind of  scroll, what do you scroll it onto?  How big?  
The weight and all that, and this seemed to make sense. 

I don’t know if  you’re familiar with the pantoum form?
The second and fourth line repeat as the first and third 
of  the next stanza. Now they usually have more than 
one word in each line, they’re usually phrases.  But I’m 
very interested in the percussive nature of  these words, 
and that it mirrors the mechanical work. You may have 
sensed this about me, but I’m hesitant to get too fussy 
about form, I am quite generic. So this was tough for me.

SB - It is quite a departure.

SA - But it made sense somehow, it’s still quite a modest 
production and it’s really nice to handle, it’s a really nice 
weight.

TS - Yes, a very good weight.

SA - It’s very particular that the design, the font, the 
size, and the length related to these silver materials that 
I already had in my studio. It’s the longest length I could 
print on the equipment that I have. Again it is very 
intimate, even though for me it is quite object oriented, 
obviously, but it’s still not fussy. 
It’s quite humble I think.

SB - Yes it is.

SA - Working with Alison Knowles this summer, 
I spent some time with her in her New York State 
studio, she identified for me some things that I’ve been 
interested in, just by virtue of  watching her work. She’s 
very in tune to stumbling on experience and making it 
meaningful. So she’d see something and it would become 
the next project. For example my dog was with me, and 
I had a rag rug that I have for my dog, that she sleeps 
on and chews on, and there would be strips on the floor. 
Alison saw this and she picked them up and said ‘Sally 
what is that’? And I would say ‘oh that’s a bit of  Pippin’s 
rug, a good munchie toy for her’. A couple of  weeks 
after I got home, here in the mail is a piece of  handmade 
paper with these strips of  rag sewn to it, a gift for Pippin. 
It looks like a beautiful little painting as the rags are 
striped, and they’re sewn.

I think that bolt piece was kind of  inspired by that 
attention to looking at ‘well what should it be?’ what 
of  my father’s mechanical stuff. Sadly that wasn’t one 
of  the bolts that I inherited, but it was one I had in my 
studio and it was the right one. Everything was designed 
around that, so then I had to go and buy the multiples.

TS - What did the reference manuals look like 
originally?

SA - I’ll show you, I’ve got a couple of  them. I’m quite 
taken with his expertise as a mechanic, it’s quite Between Clean, Sally Alatalo
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complicated stuff. I have several of  these books from 
different years.

TS - Is this why you grew up on a highway as well?

SA - Yeah, because he had a gas station.  

This is another thing that is very important to me, 
to acknowledge these kinds of  projects as books. 
Look at this, I mean why do we call things ‘artists’ 
books’? In my mind they’re not so different from many 
books.  I mean the content shifts, but the content shifts 
across books all the time.  

SB - I suppose people say ‘artists’ just so it validates what 
they’re doing. 

SA - But I would call the programme at the Art 
Institute ‘Books and Publishing’, and get rid of  the 
‘artists’.

SB - Books and Publishing or Books in Publishing?

SA - Books and Publishing, because we do teach some 
book binding instruction and all of  that, which I think 
is important too. But it’s in an art school, we don’t call 
it artists’ painting, we don’t call it artists’ sculpture to 
distinguish it.

SB - I know it’s funny though isn’t it. I think that that 
artists’ books thing has come more from the makers 
hasn’t it?

SA - Yeah.

SB - Because people get a bit snobby about artists’ books.

SA - I think it comes from librarians.

SB - Yes?

TS - So it’s a cataloguing term? 

SB - Yeah, maybe. 

SA - Maybe a bit of  both.

SB - I think it’s that thing of  people maybe wanting 
to get away from the craft label that’s put on them 
sometimes. 
Maybe they said I’m an artist making books, because 
sometimes people say “oh what do you do then, are you 
an illustrator?”.

SA - Or a design binder.

TS - Mind you, even then it’s a confusing term for many 
people.

SA - I think that artist’s book, from the perspective of  an 
artist, it’s come to me to denote that more, craft-based 
activity.

TS - I think particularly here, in the US, it has.

SA - Yes.  And my audience is actually bigger in London 
than it is in Chicago. My friends are, my referees are; 
well everybody’s European. I’m much more in sync with 
the European and British production than I am in the 
States. 

SB - Yes I can see that.

TS - Ah that’s interesting, because so far what we’ve 
seen in Chicago has been an open interpretation of  the 
book, compared to some other places we’ve visited in 
the States, which have very much of  a letterpress and 
binding kind of  background.  So I thought that here 
would be a lot more open. A bit more like London.

SA - There aren’t that many people doing publishing 
in artist’s book programmes, but now that Columbia 
College has gotten an offset press, well the students who 
were producing the paper (for the Knowles project I’m 
working on) were gossiping to me that they were heading 
more in a graphic design, publishing direction.

SB - Well we’ll find out tomorrow. That’s funny with the 
publishing though, with the [ABTree]diagram for the 
survey, that you did for us. Then we were trying to say 
well maybe it should be called ‘artists’ publishing’ rather 
than artists’ books, and everyone hated that idea.

TS - Really didn’t like it as a term.

SB - Because they were saying well where’s the ‘book’ 
gone? It was quite funny. We launched the forum 
discussion to let people get in there and start arguing.

SA - People do get bothered about it. My students always 
ask me, especially since now I’m starting to work more 
with writing students and less with the visual artists, 
they’re particularly confused. And they say, “Sally, aren’t 
these just books? Why aren’t they just books?” And I’ll 
say “you know, you can call them whatever you want, 
the person who made them can call them whatever they 
want, I don’t really care”. Well I guess I do care because 
we’re talking about it, but I don’t think what I do needs 
to be called ‘artists’ books’, I think it needs to be called 
‘books’.
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SB - I think that’s why people didn’t like ‘publishing’, 
whatever you do you need to have the word book in it 
as the definition.  So rather than artists’ publications, or 
publishing, it still had to be book.

TS - Well for many people the fact that it is a book is the 
most important aspect, so to lose that term, I think they 
felt it devalued what they were doing.

SA - In one class that I’m teaching called ‘Publishing as 
a Project’, the word book doesn’t appear in the name. 
And some people say, “well look at the scroll, is that a 
book form?” A lot of  people will say “yes it is”, and other 
people will say “I’m not sure”. I would call it a scroll not 
a book. And online publishing, it’s only a small part of  
my courses, and though it’s not my area of  expertise, 
students do come in with more of  an expertise and that’s 
how they want to do publishing. Publishing can be a 
bumper sticker. I don’t feel compelled to limit it to the 
book, although again the book is my particular expertise.

SB - So maybe you could have ‘book’ as the header and 
‘publishing’ is just one of  the terms. So that you can have 
your badges and your stickers and all the stuff  that we’re 
trying to say ‘they all belong to this family’.

SA - I think the web is an incredibly interesting 
vehicle for publishing - I mean I think people use it for 
publishing more than books now, well younger people, 
but I don’t think it’s a book. I think it’s the web, I don’t 
know what to call it. Why we want to borrow these terms 
I don’t know. I guess it’s a sense of  familiarity, but I think 
it’s a mistake to use that space only in the same way 
as we use a book space, because it’s got so much more 
potential. I don’t have time in my lifetime to do it. 
I mean I use the web as a catalogue, with some links.

SB - As a contact space.

SA - But I think it’s an incredibly important and 
interesting space, and I’m not sure why it needs to be 
compared to or related to the book.

SB - Well I suppose people are interested in publishing 
on the web, not to say that we’re doing much artists’ 
publishing on the web - we use it more for our 
reference books and things like that where we can 
publish them as pdf  e-books, so that they are free.

TS - At the end of  this project the outcomes will only be 
available on the web.

SA - But that it can become a book if  you want it to.  
That makes sense.

TS - In terms of  distribution, it’s got more scope, 
because most people now can access the internet.  
Whereas if  we were to say at the end of  this project 
we’ll publish a manifesto as a book, it’s more difficult 
to get it out there.

SB - It would cost a fortune as well. I suppose if  you put 
it up and people find it by accident as well then that’s 
great too. But some, or a few artists who are actually just 
making free download books, just want to get it out there 
for people to see.

SA - Yeah, and well now thinking about it, that makes 
the most sense to me, that’s a reason to make it look like 
a book online, because it’s intended to be downloaded 
and printed as a book.

SB - Yes, printed out and assembled.

SA - Do you know a literary press called featherproof?  

SB - No.

SA - featherproof.com. They do downloadable books, 
and they show you how to bind them.

SB - Oh nice. So do you buy the books from them or is 
it free?

SA - It’s free. You can buy other books, and you can also 
buy the books that they put together in their way 
if  you don’t want to put them together yourself.

SB - We were thinking we might do something like that 
at the end of  this project -  make it all available as free 
downloads and then reformat it into a book and put it 
up on Blurb if  people also want a physical object. People 
can order it at cost from there and we wouldn’t have to 
pay to print it.

SA - I think what’s interesting about featherproof  is that 
they do show you the optimal way to produce it, and so 
there’s a lesson in the structure of  the book, which is so 
intelligent.

SB - It’s such a nice idea.

TS - It’s so generous as well, to give you a book and also 
show you how to produce it.

SA - I’m not sure if  they might be a not-for-profit.

[Referring back her father’s car mechanic books] 
You know this book is vast - look at all this visual 
information - photographs, the caption, drawing, 
tables - it’s all so beautiful.



36

TS - Yeah, and the work that’s gone into producing 
a manual like that, all the different people involved.

SA - Before computers, and electronic typesetting, 
and it’s annual.

TS - I suppose parts would be reproduced each year 
because they wouldn’t change.

SA - Right, 1935 to date.  But the, I mean the words out 
of  context - ‘ignition timing’, ‘ignition removal’.

SB - You could have a lot of  fun couldn’t you?

SA - I’ve got about a million projects that I’m working on 
during my sabbatical year, I probably won’t finish any of  
them. 

Many thanks to Sally Alatalo for spending time with 
us and showing us her studio and publications. 
Sara Ranchouse Publishing, a catalogue of  books and 
information can be found at www.sararanchouse.com

A selection of  Sara Ranchouse publications (www.sararanchouse.com)
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Delicate handling: An exploration of  
women’s history in bookbinding 

Lorna Crabbe 

Firstly, I would like to say that this paper represents a 
body of  work in progress - it is not a fully rounded 
and resolved area of  study. Instead, it attempts to tie 
together a number of  ideas regarding women’s craft 
history and the history of  women as bookbinders; 
within both the print industry, and in education. 

Until recently, I worked at the London College of  
Communication, where I explored the college archives 
for an exhibition ‘Visible’, that I curated in 2008. Whilst 
conducting this research, I was also studying on the 
graduate certificate book arts course, within the School 
of  Printing and Publishing. 

Having little experience in bookmaking, I was surprised 
at the amount of  sewing required in many book 
structures. Having studied a little of  women’s history in 
craft, especially needlework, it seemed to make sense to 
me, that historically, women should have been involved 
in bookmaking, as needlework was such an intrinsic skill, 
one that every young girl would have been taught, until 
the late 20th century, either at home or school, whatever 
their social standing. 

Also, as a point of  interest, my course was dominated by 
female students, 8:1.  

However, browsing through the archive, and the 
college prospectuses I found that the early bookbinding 
courses (related heavily to the print industry through 
apprenticeships etc.) were exclusively for male students 
- with separate classes for women introduced in 1923, 
running until 1968. 

The book, of  course, has many manifestations, 
through literature, politics, art, or simply as a form of  
information and communication. The artist’s book as we 
understand it today, was not a recognised genre at the 
time when the college first opened in the late nineteenth 
century. The bookbinding being taught at that time was 
an instruction in machinery; practical and technical 
guidance for the print industry, rather than creative 
binding; books designed as art objects, as within the book 
arts courses taught today. Rather than comparing these 
different disciplines, I am tracing the history, within one, 
key, educational institution, and comparing this against a 
documented history of  women’s bookbinding and craft, 
alongside the social and industrial changes taking place 
around that time. 

The London College of  Communication has a history 
deeply rooted in print, design and industry, having been 
formed from an amalgamation of  several key print 

institutions (including Bolt Court Technical School, 
The College for Distributive Trades and the printing 
departments of  the North West Polytechnic). The St 
Bride Foundation Institute was its first school. 

The archive at LCC (housed in the university’s Archives 
and Special Collections Centre), contains a curious 
mix of  the college’s own records and documentation, 
alongside objects and ephemera related to print, design 
and typography that have been collected or donated 
over the years. For this research, I mainly consulted 
prospectuses to establish which courses were running at 
particular times; and the self-published college magazines 
and bulletins, written by students, which give an idea of  
college life throughout its history.  

The St Bride Foundation Institute opened in 1894, on 
Saint Bride Lane, just off  Fleet Street - the area at the 
heart of  the printing industry, since William Caxton’s 
apprentice Wynkyn de Worde set up a printing shop 
in 1500. 1894 was coincidently the same year that the 
Local Election Act was passed, which allowed a larger 
proportion of  women to vote than had previously been 
able to do so. It would be more than another thirty years 
before the full right to vote was given to women, with 
The Representation of  the People Act, in 1928. 

Historically, women have been recorded as being 
involved in certain areas of  bookbinding, often through 
their husbands’ businesses, or in some early cases, 
through religious institutions. Early examples include 
records of  Nuns from the Ripoli Monastery, Florence, 
in the late fifteenth century working as compositors, and 
performing some press work. 

It is known that early female printers operated in the 
USA and Europe, for example Jenny Hirsch, working 
in the late seventeenth century, and Mary Katherine 
Goddard, who printed the first copies of  The Declaration 
of  Independence, with all the signatories attached, in 1777. 

During the eighteenth century some women were 
employed in the bookbinding trade, usually finishing 
work, sewing and folding, though by the nineteenth 
century the increased demand for printed material 
meant that many more were recruited in a greater range 
of  tasks, clearly separated from the male roles. This was 
usually mundane and unskilled work, such as processing 
rags, counting sheets of  paper and breaking off  excess 
metal from type casts. Women were considered cheap 
labour, and many male workers, supported by their 
unions, greatly resented their presence in the work place. 

By the 1860s the resentment was growing. Gladstone, 
whilst Chancellor of  the Exchequer, suggested that 
women would be well suited to composing type: 
“We all know that women are peculiarly adapted, from 
their small fingers, to the delicate handling of  type” 
(Allder, 1991, 20). However the unions, in particular 
the London Society of  Compositors, strongly disagreed. 
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They ruled that their members should not complete 
work that a woman had set up. They passed a resolution 
that “no man belonging to it should touch work in any 
way handled by women and members were directed to 
leave any office directly it discovered that women were 
employed as typesetters”. (Allder, 1991, 22). 

This was partly due to general prejudice towards women 
workers, who were considered weak and their work 
inferior; but also; importantly, if  women were allowed 
to take over ‘men’s jobs’ these tasks would automatically 
be considered as less skilled, and therefore the wages 
would be lowered. Exciting but expensive developments 
in technology meant that the industry was drastically 
trying to cut back on staffing costs, and the unions were 
fighting for the rights of  their workers.  

However, by 1886 the international conference of  
Typographical Societies declared:

While strongly of  the opinion that women are not 
physically capable of  performing the duties 
of  a compositor, this conference recommends 
their admission to membership of  the various 
Typographical Unions upon the same conditions 
as men, provided always the females are paid 
strictly in accordance with the scale. 
(Allder, 1991, 24). 

In reality, this meant little, as many presses simply refused 
to take on female staff, or denied them apprenticeships, 
which meant they were unable to qualify for a position. 

Some presses run by women had been set up in England 
in the mid to late 19th century, notably The Victoria 
Press, begun, in 1860, by two prominent activists within 
the women’s movement, Emily Faithfull (1835 - 1895) 
and Bessie Rayner-Parkes (1829 - 1925). This press 
began with five female apprentices; and unusually, these 
apprentices and Journeywomen were paid the rate 
of  male workers of  the day. Trade societies and male 
compositors were highly critical of  the company as a 
“wild scheme of  social reformers and cranks” (Allder, 
1991, 22). 

Faithfull went on to help establish several other presses 
that predominantly employed women, including The 
Women’s Printing Society, which was founded in 1874, 
employing forty women within a year; mostly printing 
work produced by women, or in support of  the suffrage 
movement. Very few presses of  this kind existed however, 
and women were generally not accepted into the large 
presses in this capacity.  

In the early St Bride’s prospectuses, the Institute 
describes itself  as “containing Technical Printing 
Schools, Libraries, Reading and Lecture Rooms, 
Gymnasium and Swimming and Washing Baths”. 
In fact, it would appear that the printing classes initially 
made up a relatively small part of  the activities at St 
Bride’s. Both men and women over 16 years of  age were 

eligible to join the Institute, to make use of  the facilities, 
lectures and entertainments and were invited to join or 
form social clubs. 

The provision of  washing baths, reflects upon the 
general standard of  living conditions at the time, 
providing basic facilities for students. Interestingly, 
the cost of  the swimming baths included the price 
of  “bathing drawers for men and bathing dresses for 
women”, the assumption being that most participants 
would not have had their own. In addition, as well as 
separate days operating for males and females, the 
swimming bath also ran on a first and second class 
system. The text suggests that male students dominated 
numbers at the Institute, as women were only granted 
access to the washing baths on Wednesdays. 

Initially the courses were part-time evening classes 
only. A hundred students attended in the first year, 
this had increased three fold by 1912 when classes 
in Composing, Letterpress Machine and Lithography 
were offered. 

In the prospectus of  1904-05, the only courses available 
to women were in Physical Training. These included 
physical gymnastics, drills, human anatomy, hygiene and 
St John’s Ambulance First Aid. Gradually some print 
related courses developed that women were admitted 
onto - e.g. “Order Clerks: A preparatory class for cost 

London School of  Printing Syllabus and Prospectus 1925-26,
front cover, © London College of  Communication
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accountancy (women eligible)” and “General Trade 
Knowledge- a junior order clerks class suitable for boys 
and girls”. The print classes remained for men only. 

In 1922 the school moved to Stamford Street, and was 
re-named the London School of  Printing and Kindred 
Trades, under the control of  the London County 
Council. The following year, in the 1923-24 prospectus, 
the first day and evening bookbinding courses for women 
were announced. The actual details of  the women’s 
courses were not given, but in subsequent prospectuses, 
the three year course has its own entry, and lists the full 
range of  skills taught, which include:

Technical terms; paper and its suitability for 
account and letterpress work; printers’ customs; 
styles of  sewing, wire stitching and gauges; 
feeding ruling machines; section, endorse and 
simple sheet folding; making up account and 
letterpress work; sewing: hand and machine; 
round cornering; classes of  numbering. 
(LSP, 1925-1926, 25). 

By 1929-30, the women’s section has a full page in the 
prospectus, and explains how successful these classes 
have been, with an increasing rise in the number of  
applicants. It claims: 

This has opened up an entirely new vista for 
women workers. Instead of  being entirely 
dependent upon slight knowledge casually picked 
up in the workshop, they appreciably enlarge 
their experience and their sphere of  service, 
and so prove worthy, owing to greater knowledge, 
of  more highly remunerative positions in the 
trade…. These classes meet a long felt need in 
the technical training of  women in the printing 
industry. (LSP, 1929-30, 36)

In addition to the prospectuses, it was interesting 
to read through the school magazines, which were 
written by the students themselves. In the 1920’s, 
this was the LSP Record. In the bound 1927-28 edition, 
there is a special mention of  female students in the 
editorial, with an invitation for them to contribute 
to the bulletin:

The editor is now free to receive articles for 
insertion in the “Record”, he would again remind 
them that this is their own journal, and if  its 
pages are not brimful of  interest they themselves 
are largely to blame. He would make a special 
appeal to lady students - a page or so on “Things 
Feminine” would be an interesting addition to its 
pages, especially as there are some three hundred 
lady students on the school roll. 
(LSP, 1927-28, 03)

A page: “Things Feminine” was introduced in that very 
issue, with an extract taken from The New Statesman, 
declaring: “if  this does not incite our feminine friends to 

immediate action their case must indeed be hopeless.” 
(LSP, 1927-28, 12). The article is a rather acerbic treatise 
on the ‘silliness’ of  women for buying so many clothes. 

Perhaps unsurprisingly, “Things Feminine” was not 
a huge success. The LSP Record, assumed a dry, mocking 
‘schoolboy’ humour (a running theme was ‘the definition 
of  a gentleman’), with belittling quips and poems that 
would now be socially unacceptable to print. 

This issue also included a short article “An Atom: 
A Modern School-girl’s essay” by Miss M. Samson, the 
editorial comment being: “Congratulations to ‘A Modern 
School-girl’ for a plucky attempt at a difficult subject” 
(LSP, 1927-23, 03) - in the next issue, the content of  
this essay was ripped apart in the letters section.

Although women’s liberation publicly encouraged 
women to find a voice; stereotypes and barriers within 
confined traditional masculine worlds (as in this case, the 
print industry) were hard to break down. Though female 
students were being welcomed into the college, it seems 
they were being offered a section of  their own, as with 
the LSP Record page, rather than being fully integrated on 
equal terms. 

The next issue finds the following in the editorial:

We regret the failure of  our attempt to cater 
for our lady students in “Things Feminine”. 
The talk of  “sex equality” is ludicrous in the 
face of  such failure. Out of  an attendance of  
some two hundred [quoted in a previous issue at 
three hundred] there was not sufficient support 
forthcoming to run one page monthly. Really, 
girls, you are letting your side down badly; you 
must retrieve your position in another session! 
We are grateful to all those of  the “sterner sex” 
who have helped to keep the “Record” running. 
(LSP, 1927-28, 82)

A much later edition of  the LSP Record does boast a 
“Things Feminine” page, with advice on maintaining 
one’s clothes and appearance:

Those of  us who work in printing offices know 
how very dirty our hands get during the day. 
Avoid, if  possible, washing them in cold water and 
rub in a little non-greasy hand lotion afterwards. 
Hard scrubbing is often necessary to remove dirt 
but this tends to roughen the hands, so I often use 
instead a few drops of  diluted ammonia in the 
water; it is excellent for getting out the dirt and 
leaves the hands spotless. Experiment carefully 
with it, however, for ammonia does not suit all 
skins. We certainly cannot be too careful of  our 
hands. They are seen too much! 
(LSP, 1933-34, 89)

This piece is signed ‘Femina’, which leads me to 
wonder if  it was actually written by a female student, 
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London College of  Printing Prospectus 1969-70, Printing 
Processes, © London College of  Communication

London College of  Printing Prospectus 1969-70, Photography, 
© London College of  Communication

London College of  Printing Prospectus 1969-70, Design,
© London College of  Communication
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or by a man as part of  a running joke regarding the 
“Something Femine” slot. 

The London School of  Printing and Kindred Trades 
grew significantly in the 1920s and 30s, many new, 
full-time, courses were introduced and the building was 
extended. By 1949 the LSP had merged with another 
important printing institution, The Bolt Court Technical 
School, and together they became known as the London 
School of  Printing and Graphic Arts. 

In the 1950s and 1960s, drastic changes were being 
introduced to arts education, with the first Coldstream 
Report, published in 1961, outlining the requirements 
for a new Diploma in Art and Design. The LSP 
kept ahead of  these developments; by the 1950s, the 
School ran seven departments in: Science and General 
Studies, Design, Composing, Letterpress, Bookbinding, 
Lithography and Photographic Processes. 

The design department offered sixteen courses 
including fashion, drawing, illustration, book design, 
commercial and typographic design; opening up a whole 
new area of  creative opportunity. It doesn’t specify 
whether or not the courses were open to both men and 
women, women were certainly admitted to these in 
the 1960s, as they are shown participating in classes in 
the publicity material. Interestingly, the bookbinding 
department courses were still very much based on the 
industry model - for students released by their employers 
to attend. They still offered the ‘Women’s Bookbinding 
Work’ course, which was not drastically different to the 
courses introduced in the 1920s. Clearly, women’s roles 
in the bookbinding industry were still very separate to 
those of  the men. 

In 1962, the current Elephant and Castle site opened, 
and by 1964 the majority of  courses were taught there. 
The last mention of  separate women’s bookbinding 
classes are 1967-68. By 1969, they are no longer listed. 
The 1969 prospectus boasts a very stylish and modern 
design- a series of  brightly printed booklets. Notably, 
both the Design and Photography departments use 
attractive female students posing on their covers 
(particularly interesting, as having spoken with many 
former students from the Photography diploma 
course, the students during the 1960s/70s were almost 
exclusively male). In contrast the Printing Processes 
department chose an image of  a young man working 
a machine, toned beige/sepia, which could have been 
taken any time from the 1920s onwards, making no 
attempt to appear modern. 

So, it would appear that this is the point when all 
courses are finally open to both men and women. In 
reality, it is hard to imagine how many women did take 
mixed classes in the Printing Processes department. 
All the images are of  male students, with references to 
apprentices and Journeymen;  with no direct appeals to 
female students. 

In 1894 when the Saint Bride Foundation Institute 
opened, women had dramatically different expectations 
and roles, dependent on their class. 

The power of  middle-class men grew considerably 
during the 19th century, but middle-class women, 
although living in greater comfort, had a growing 
dependence on their men folk both legally and financially 
and were increasingly ‘encouraged’ to live based around 
the home.

Although some activities (e.g. writing novels) were 
deemed acceptable activities for middle class women, 
professionalism was frowned upon. Women therefore 
occupied themselves with their amateur ‘work’, 
embroidery being a key example of  this. A woman 
engaged in embroidery was proof  that she belonged 
to the leisured classes; that her husband was able to 
support her. 

Embroidery was on one side considered a desirable 
activity, with noble connotations - regarded as proof  
of  gentility, piety and good taste. It was suitable 
past-time that kept women occupied, an activity that 
could be shared within a group of  women. It was a daily, 
consuming activity that kept women engaged for hours, 
bent over with a needle, as an important part of  their 
structured life. 

Yet, on the other hand, men gently mocked the ‘art’ of  
embroidery, as nothing more than frippery, and vanity. 
The very fact that it was regarded during this time as 
such an intrinsically feminine activity reduced its value. 
It was also criticised by some women who rejected 
embroidery as the ‘feminine ideal’ in a wish to distance 
themselves from it: “embroidery and a stereotype of  
femininity have become collapsed into one another, 
characterised as mindless, decorative and delicate; 
like the icing on the cake, good to look at, adding taste 
and status, but devoid of  significant content.”
(Parker, 1984, 06). Some critics felt that being bent 
over a needle, permanently engaged in such detailed 
work, was not judicious to the health; that the activity 
added to the prevalent stereotypes of  women as being 
delicate and frail. 

Skills in ‘women’s arts’ such as needlework and drawing 
were commonly passed from mother to daughter. In the 
Victorian era of  philanthropy, many middle-class women 
were engaged in producing embroidered items for 
charitable causes and bazaars.  

Needlework was a crucial part of  a girl’s education, 
whatever her class. The Factory Act of  1833 demanded 
that child workers between the ages of  9 and 13 (with 
children under the age of  9 now banned from working 
in textile factories) should receive two hours a day of  
schooling from their employers - and of  this, an hour and 
three quarters were often devoted to needlework for girls. 
By 1902, the Education Act wrote needlework into the 
curriculum for all females in secondary education. 
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In the case of  working class girls, this prepared them for 
a domestic life as wives, mothers or to enter domestic 
service. Middle class girls were increasingly taught 
needlework as an art, an accomplishment. 

The prominent women’s rights campaigner Millicent 
Garrett Fawcett stated in 1865:

At about eighteen, when a boy is just beginning 
his university career, a girl is supposed to have 
“completed her education”. She is too often 
practically debarred from further intellectual 
progress… and it being her supposed duty to be 
what is called domesticated, she devotes her life to 
fancy needlework (Parker, 1984, 150). 

Perhaps the most encouraging realisation from my 
research, is that education for women today is generally 
so much more accessible; that women’s talents and skills 
can be developed and channelled, barriers have been 
removed. Women can make work on their own terms, 
for themselves, not out of  a misplaced sense of  duty or 
expectation.  

This area of  research raises questions that clearly require 
further discussion and investigation and are beyond the 
scope of  this short paper. I am intrigued as to why so 
many more women than men study the books arts: are 
women more likely to be encouraged into arts education? 
Has the ‘new folkism’ with less reliance on technology 
attracted more women into new areas of  the arts, and 
crafts? Does an increasing interest in the handmade 
relate to the growing popularity of  the book arts in 
general? Are women less interested in globalisation, and 
more concerned with smaller, more intimate forms of  
communication? Which courses are men being attracted 
towards if  they are turning away from arts subjects? 
Has women’s engagement with new technology, 
(which has created new methods of  connection and 
communication, especially in sharing and marketing 
their work) changed their artistic practice? 

Part of  the pleasure of  this research was the freedom 
to handle the original archive material and to attempt 
to trace a history that I don’t think has ever been quite 
picked out before in this particular institution. Navigating 
through women’s education, bookmaking, craft and 
social history reveals a complex web, and this study does 
not attempt to be conclusive; but I hope that it pulls out 
one or two strands, making one small part of  this story 
visible. 

I would like to thank the staff  at the University of  the 
Arts London Archive and Special Collections Centre 
for their assistance and patience. All illustrations are 
copyright of  the London College of  Communication. 

Lorna Crabbe trained in fine art and now specialises in 
making artists’ books. Her work addresses collecting, 
hoarding, family history, the homemade, women’s 
craft history, found objects and obsessive, repetitive 
actions in activities such as drawing and needlework. 

She lives and works in Hastings, where she opens 
her studio/shop space for exhibitions, experimental 
projects and events.  She has recently organised small 
book fairs/exhibitions in Hastings and Bath, and is 
working freelance as an artist, curator and researcher. 

Examples of  her work can be found at: 
www.flickr.com/lornacrabbe
Email: lornacrabbe@gmail.com
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Squirrels’ Tails and Burnished Gold

Sarah  Jacobs

[On joining the Regenerator altered books project, 
Sarah Jacobs was so taken with the book she received 
that she refused to desecrate it. Her contribution instead 
was to produce a new work - a series of  text pieces on 
index cards, as a response to the original book 
(examples of  which can be viewed at 
http://www.bookarts.uwe.ac.uk/regen/anon1.htm). 

The text below and following pages are a slightly 
amended version of  Squirrels’ Tails and Burnished Gold.]

It would be wrong to alter this book and I have left it 
untouched. I have made some notes sparked off  by the 
title, and return the book together with the notes as my 
contribution.

I am neither an educator nor a librarian so I cannot say 
what books should be acquired for a library collection. 
However it may be easier to draw up a set of  criteria for 
deciding what books should be junked.  As I understand 
it, and forgive me if  I have got a hold of  the wrong end 
of  the stick, the library decides to junk books when, after 
a period, no one has taken them out. They are then 
offered to the students at bargain prices – this one went 
begging at 5 pence – and then, if  there are no takers, 
they are sent to the pulpers.

That seems to me a totally inadequate policy so here is 
how I would go about it.

First I would look at whether the book was available 
elsewhere, and – if  so – how easy it was to get access 
to it. On that score, I could not find copies of  the book 
(which was published in India) in any library catalogue 
that I searched.  I confined my search to Britain.

Then I would look at how easy or how difficult it was to 
store the book, and what the likely costs of  retaining it 
were, bearing in mind that the initial acquisition costs 
and the cost of  cataloguing it had already been borne.  
On that score, the book is more properly described as a 
pamphlet. I didn’t note the dimensions, but it is smaller 
than A4 in size and has 12 pages. So it takes up very little 
physical space and could be stored – let us say – in a box 
with other pamphlets in the library collection. I imagine 
its storage costs as an individual item are nugatory.

Talking about value is more difficult. I propose to leave 
the general principle at this – it was once valued enough 
for someone to acquire it for the library and for the 
librarian to give it shelf  space. That is not valued at this 
exact time, seems to me to be not necessarily here and 
not necessarily there in terms of  considering whether it 
properly should remain part of  a library collection.

Having said that, the physical volume itself  is beautiful, 
the illustrations are beautiful, the text is fluent and raises 
(for me at least) a plethora of  interesting questions. 

To write about the text and the book itself  would be 
another undertaking so I will leave it for now with this 
hope – that the book finds its way into the hands of  an 
artist who will cherish it, who will not wish to turn it 
into yet another work of  art, and who will (dare I hope 
this?) see that one way or another it finds itself  ultimately 
in a place of  safety. That it is killed, to paraphrase De 
Quincy, so that a subsequent generation may call it back 
into life; buried so that posterity may command it to rise 
again. 

Who do you think a library is for?

Sarah Jacobs lives and works in London
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“For especially fine work, a brush with only one or two hairs may be used.” 

The squirrel uses its tail for many things. 

The trees over us had HUNDREDS of squirrel tails, decapitated heads, and spinal cords 

draped over all its branches. There were piles of skins at the base. 

The squirrel pelts with broken acorn cups the intruder who discovers his favorite red oak. 

While Mr Putter tries to paint his porch, a squirrel scampers onto the porch, catching the 

attention of Mr Putter’s cat, Tabby. 

And Squirrel chattered loud; Wolf howled, Bear growled. 

maybe, some of the finest parchment was made from squirrel on rabbit. Grrrr…. 

Wherever he went night was turned into day. Bruin, the bear, and his neighbors, the 

hedgehogs and squirrels. 

Projects, memory rich garments; squirrels tails 

traced on the inside with delicate gold 

THE FOREST TALES OF BIRDS, SQUIRRELS, AND FUNGI. 

paint a squirrel scurrying across 

Your squirrel tails will stay fluffy, your bird crests will hold their shape, and the detail on 

your fish heads will not shrink up like 

I would picture that lovely vat of bubbling stew, and my mouth would ache for a taste of it 

– until in my imagination, a soggy wet squirrel tail would pop up to 

Squirrels are common rodents that have hairy tails and strong hind legs 

a squirrel digs shallow; buries a nut. And another squirrel picks up a nut as all nature 

thrives, smiles. 

thanks for that! cute!!! 

burnished gold glaring on its silky green 

Actually she exists and is the newest little elf in our family. And everything is a squirrel to 

her. What inspired me to do this painting was she looked up 

Animals can teach us many things. This book teaches about tree squirrels. Tree squirrels 

are defined by their bushy tails. 

Glen and Charles visit the park. Charles tackles important life lessons and Glen learns to 

share. 

A squirrel's tail, therefore, is something more than ornament, something more than a 

We hope you enjoy these tales 

Honor the red squirrels that may be facing extinction 
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But this was no ordinary squirrel. 

With less male squirrels to fulfill their sexual desires and an extreme shortage of nuts 

With that admonition, he placed the razor-sharp surface against the skin on the underside 

of the squirrel’s tail (Step 2) and started. 

The tails of the squirrels are broad and long and flat, not short and small like those of 

It was a little, brown squirrel running in lovely, undulating bounds over the 

“well,” harry said, “if people eat monkeys, rats and squirrels – and 

man, hes feeding that squirrel RAW SIENNA OIL PAINT!!! (Reply). 

Squirrel, you are right, I should paint all ceilings and do the job right. 

gorgeous squirrel! i am currently working on my first paint-by-number 

Though up and down the beech the squirrel played, 

Squirrels bite a stray dog to death in a park in the Russian far 

Children often tell us wonderful stories about their encounters with squirrels 

taking a ball of burnished gold 

The white squirrel told the other squirrels, “That man saved me, 

Interestingly enough, the squirrel’s tail does not increase its temperature when attached by 

other predators. 

He or she will either read a book about or show pictures of the animal to the students.... 

Allow them to color a color sheet of a squirrel's tail 

Shadow Tails is an article on squirrels. 

To this box may be added a bottle with two squirrels perched on a cherry branch eating 

Hit the road mice, the bushy tail is coming through 

Yesterday I said I’d paint another squirrel today and amazingly enough – I did…. 

and the air basking in sunshine and everything like burnished gold and emerald  

“[She said] there were bodies of dead squirrels around and covered in paint. 

Most of us like to paint different things. Some of us are professional 

The squirrels are obviously dead, yet they speak; 

I never seen anything like it, I turned the bitch around and seen a 4 inch squirrel tail. 

A squirrel’s tail will sometimes break off when it is trying to escape. 

What fine series of squirrel tales. Don’t you see the connection? … I LOVE 
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ARTIST’S PAGE CONTRIBUTORS

Angie Butler: (page 47) is a Bristol-based artist 
currently in her first year of  an MA in Multi-Disciplinary 
Printmaking (specialising in Artists’ Books) at UWE. 
She is interested in the interaction of  Eastern & Western 
Cultures, and her featured artist’s page is taken from 
a forthcoming artist’s book entitled, Confucius say… 
Chinese-English interpretations. Angie is Teaching 
Fellow in Visual Arts, ICIA at The University of  Bath 
& a Part-time Lecturer in Creative Arts at Bath Spa 
University.

When visiting London, she eats regularly in 
‘The Crispy Duck’ & ‘Misato’ in Chinatown.
angiebutleruk@hotmail.com

Nadia Chalabi: (page 4) 
Wildlife 2, Mr Proboscis Monkey. Recently I was asked 
to make some work for an exhibition under the theme 
of  wildlife. This piece is the second in a series about how 
detached and unsure I am of  the word, as most 
of  my experiences of  wildlife have happened through 
reference books.

I am an artist, printmaker and illustrator who is 
currently living in Bristol. My main passions are 
portraiture, and realising my images through different 
print processes. I hope to continue creating art, and to 
one day be able to make reportage work that can be 
shared with many people.
nadia_chalabi@hotmail.com
www.nadia-chalabi.blogspot.com

Andrew Huot: (pp 12 & 13) Twenty-Four Walks with Rosie 
is based on the 2008 artist’s book Walks with Rosie, which 
documents the artist’s daily walks with his dog in their 
Philadelphia neighbourhood.

Andrew Huot is a book artist and book conservator in 
Philadelphia, Pennsylvania. His artwork concentrates 
on the details of  everyday life, and abstracting our daily 
patterns into line and shape. He works primarily in 
traditional book structures and printmaking processes 
and uses both drawn and photographic imagery. His 
work has been exhibited at the Minnesota Center for 
Book Arts, The University of  the Arts, Pyramid Atlantic 
Art Center and galleries throughout the United States.
andrewhuot@gmail.com
www.andrewhuot.com

Emily Larned: (page 37)  is the sole proprietor of  
the micro-production artist workshop Red Charming 
(redcharming.com); co-founder of  Impractical Labor in 
Service of  the Speculative Arts (impractical-labor.org), 
a new organization for those who make conceptual or 
experimental work with obsolete technology; and board 
president of  the not-for-profit Booklyn Artists Alliance 
(booklyn.org). She is adjunct faculty at the University of  
Connecticut and SUNY Puchase College. She lives in 
New York City and works in the basement of  the former 
American Fabrics factory in Bridgeport, CT.

Clifton Meador: ( pp 55 & 56)
Illuminated by the Light of  Television. 
A DIY artist’s book for The Blue Notebook. 

Clifton Meador is an artist who makes books. 
His most recent work combines photography, writing, 
and design to explore history, narrative, and place.
He is the Director of  the Interdisciplinary Arts MFA 
in Book & Paper at Columbia College Chicago. 

Lois Palframan: ( pp 38 & 39)  Post-conceptual text
Lois Palframan is an artist based in Sheffield, UK. 
Upcoming exhibitions she is participating in include: 
Doverodde Book Arts Festival, Denmark and Off  the 
Shelf  Literature Festival, Sheffield 2009.

Her Life Book series is a variable open edition of  unique 
books, each one hand drawn from the inspirations of  
dreams and visions of  the night, a Dream Sensibility. 
They emerge over time, and the only format they 
follow is the uniformity of  pages, size and binding. 

Each book contains: hand drawings with plant crayon, 
recycled pencil, plant paints and stick. 15 x 21 cm, 
70 pp, hardbound by bookbinder Sue Callaghan in 
Sheffield, canvas covers with hand drawings on spines 
and covers by Lois Palframan. £100 each. Enquiries to 
Lois Palframan, 47 Firshill Close, Sheffield, S4 7BL. 
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Biblio Bullrushes, Biblio Briarpatch: The Search for Carl Maria 
Seyppel, a 10-Reel, In-Progress Documentary, will appear in 
the Spring 2009 issue of  the on-line book arts journal 
The Bonefolder.

Ulrike Stoltz is an artist who lives and works in 
Germany and Italy. Her focus is on books, typography, 
texts, drawings, and installations. 

Ulrike is the Professor for Typography and Book Art 
and Design at the Hochschule für Bildende Künste 
Braunschweig, Germany (University of  Art and Design, 
Braunschweig). Her current academic 
research project is on non-linear reading in books.

Co-founder and member of  Unica T (“a ficticious 
person making real books”) for15 years, until the 
group split in 2001. She has continued in artistic 
collaboration for 20 years with Uta Schneider as usus. 
www.boatbook.de

Trans-lation: Dem Möglichkeitssinn Fläche, Raum und 
Stimme geben/Lending surface, space and voice to the sense of  
possibility -  a major exhibition of  works by usus: 
Uta Schneider and Ulrike Stoltz, was shown at the 
Klingspor Museum, Offenbach am Main, Germany, 
in 2007. A bilingual catalogue (German/English) is 
available, for more info email: usus@boatbook.de
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Illuminated by the Light of  Television 
A DIY artist’s book for 

The Blue Notebook 
by Clifton Meador

Instructions:

Cut the sheet from the magazine and fold it in half, page top 
down onto page foot, with the cover on the outside. Fold that in 
half  the other way, paying attention to the page numbers. Fold 
that in half, also paying attention to the page numbers. Those 
of  you with some binding experience will know that if  you slit 
the head fold between folding operations, the process will work 
better.

Bind the thing together, somehow, and trim the head, foot, and 
foredge a bit.

Think about change and how sweet it is sometimes.
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