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Welcome to issue Twenty-nine of The Blue Notebook

Many thanks to our contributors for this issue. We have 
a great set of articles from writers in Australia, Norway, 
USA and the UK.

Susan Hartigan writes from Australia about the history 
of Field Study’s annual artists’ publication - celebrating 
25 Years of the Field Report. The Field Report has been 
filling in the gaps as an assembling publication since 
1995 on the peripheries of the art world. An intentionally 
alternative publication, premised on notions of 
reciprocity and exchange, multi-authored and de-centred, 
the Field Report travels through the post as artefact 
and gift. Its origins and aesthetics in a post-conceptual 
context are considered along with its relationships to the 
mail art network and sister publications. 

In the UK, Caroline Harris introduces Type Flight - a 
hand-typeset and hand-bound limited edition poetic 
artist’s book that disassembles and reassembles a simple 
three-line poem to experiment with questions of 
metaphor and its layering, the type letter as a thing in 
itself, and relationships between human and nonhuman 
in the making of material poetries. Her article explores 
the correlations between Type Flight and the work and 
thinking of other poets concerned with typography, 
including Charles Olson and ‘Projective Verse’ and the 
pamphlets of Moschatel Press. It proposes the page as 
‘woodland’ and examines the historical meanings of 
this term, as well as reflecting on the interplay between 
fixedness and fluidity in print poetics.   

Imi Maufe writes in from quarantine, first whilst 
stranded shortly after a pre-lockdown visit to the UK in 
Norfolk, then home again in Bergen: CODEX POLARIS 
established in 2013 - is a book artist group based in 
Bergen, Norway that creates opportunities and exhibition 
platforms for artists who make books in the Nordic 
region. Alongside the exhibition programme Codex 
Polaris invites guest co-organisers to work on various 
networking projects, and writers to contribute with text 
works to raise the profile of book arts, spanning both 
local and international perspectives. Founders are Sarah 
Jost, Rita Marhaug, Imi Maufe and Randi Annie Strand.

Aaron Cohick has been making and publishing artists’ 
books and poetry for twenty years. He is the founder 
and proprietor of the NewLights Press, and the Printer 
of The Press at Colorado College. He lives and works in 
Colorado Springs, USA. His essay was supposed to be a 
reflection on the work of the NewLights Press in its 20th 
year. While it was being sketched out, two massive crises 
hit the United States: the COVID-19 pandemic, and a 
series of murders of Black people by police and vigilantes. 
The essay changed from a retrospective reflection into 
an analysis to hold my work accountable to the present 
moment, and to sketch out plans for the future. 

Twenty years in means there is much, much more work 
to be done. So he asks, What role can a micropress/artist-
publisher play in dismantling white supremacy?

Helen Douglas is an eminent British book artist, making 
beautiful and thoughtful artist’s books. Her work is 
held in numerous international collections including 
Tate Library, National Art Library (Victoria and Albert 
Museum) and Museum of Modern Art Library New 
York. Place and nature in the work of Helen Douglas by 
Maria White examines the importance of Deuchar Mill 
and its surrounding area in the Yarrow Valley, Scottish 
Borders, in the work of Helen Douglas.

Thank you to Sara Elgerot, Jessica Ho, Leyla Moazzen 
and Steve Parsons / Sue Vallance for their delightful 
artists’ pages. I’m not going to thank myself for designing 
the collaged cover, badge and stickers for this issue, 
but I will thank the London Centre for Book Arts 
(LCBA) for providing the inspiration for it from their 
#wishiwaswhere Collage Challenge for our recent Print 
and Book Festival. At the time of making them, I should 
have been at LCBA doing a residency to create a new 
artist’s book using collage but Covid-19 has changed 
many plans for many people. You can still visit our 
festival archive online at: https://cfpr.uwe.ac.uk/book-
and-print-summer-festival-2020/ for a series of free talks 
and some creative challenges.

Thanks to our referees, Dr Anne Béchard-Léauté 
(France) Maria Fusco (UK) Susan Johanknecht (UK), 
Jeff Rathermel (USA), Dr Paulo Silveira (Brazil) and 
Ulrike Stoltz (Germany/Italy) for their ongoing peer 
review duties and feedback to contributors.

The address for the colour PDF version of this issue is: 
www.bookarts.uwe.ac.uk/tbn/x1335/67jo/tbn29.pdf

And finally, many thanks to you, our subscribers for 
supporting the publication of The Blue Notebook. 

Sarah Bodman
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Page one Field Report, 1995. 
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Filling the Gaps: 25 years of the Field Report

Sue Hartigan 

‘Art shows come and go but books stay around for years’ 
Sol Le Witt

The same year Bourdieu’s Field of Cultural Production 
was published in English, three artists made the decision 
to form a collective, a framework for their art actions 
which would enable them to keep a critical distance from 
institutional Art. The idea for an associated publication, 
a repository for the traces of these actions, was also 
conceived. “Unemployed” in the remunerative sense, they 
wanted their art making activities to be historicised (or 
at least mythologised) and communicated through an 
alternative form of publication.

So at the opening of the Goldsmith’s Degree show in 1993 
(which they had gate crashed), David Dellafiora, Eamonn 
Kirwan and Benedict Hislam (later known as Benedict 
Phillips) created Field Study. Their (partial) alienation 
from the institutional artworld, their conceptual art 
practices, plus the constraints of life on the dole, required 
Field Study to be a tactical and makeshift response that 
would signify their practice, confirm their solidarity 
with other cultural workers, and like Surrealism, be an 
“antimiserablist offensive.” (Rosemont, 1978:1)

It was in a way similar to de Certeau’s concept of “la 
perruque” which he described as an alternative economy 
based on gifts and tricks.

“the worker who indulges in la perruque actually 
diverts time…for work that is free, creative, and 
precisely not directed towards profit…he cunningly 
takes pleasure in finding a way to create gratuitous 
products…” (de Certeau, 1984: 25)

Inspired by a stream of influences including Breton’s 
notion of Surrealism, Ray Johnson’s New York 
Correspondance School, Finnish artist J Lehmus’s 
membership based mail art project, Cyanobacteria 
and London’s small press movement, Field Study was 
to be manifested through events, actions, activities, 
documentation and meetings with the Report and other 
ephemera to be transmitted through the postal system. 

Unlike Bourdieu’s concept of the field as a site of 
competition between agents, “the Field” for Field Study 
was to be an alternative, decentred zone, premised on 
collaboration and communication, a conceptual field 
of cultural workers involved in processes of exchange 
and encounter. 

The first Field Study action, signed by the Order of 
Cultural Workers, was a manifesto produced in 1994. 
LiBeR000 declared “Sign the world Field Study” and 
“Between the cracks there is the office” among other 
exhortations. With the Bureau of Surrealist Research an 
obvious precursor, LiBeR000 formulated the seminal 
Field Study concepts of “cracks” and “offices”. The 
manifesto was sent to Mark Pawson’s Counter Intelligence 
event as well as to Dresden based Dirk Fröhlich’s Spinne 
assembling publication.

As Field Study’s first manifestation, David Dellafiora 
and Benedict Hislam proposed the Art of the Surreal 
to Kings Lynn Gallery. The proposal included a market 
research component, a reworking of Breton’s La 
Revolution Surrealiste 1925, and an invitation to the Mail 
Art Network asking the question “What is Surrealism?” 
with replies to be provided on a postcard. The Bureau of 
Surrealist Enquiries Re-Visitors Book would ask exhibition 
attendees to write their name alphabetically in an index 
provided, write/draw their dreams/desires in the space 
beside a ticket, then tear off the ticket to redeem a Field 
Study bank note.

Field Study was not to be an aesthetic based approach to 
cultural production and, unlike the Bureau of Surrealist 
Research, there was to be no physical office. Instead Field 
Study was to be nomadic, a fugitive site where alternative, 
insubstantial and conceptual works could be presented to 
an international audience of cultural workers.

The name Field Study, with its semi scientific 
connotations, was premised on investigations. A number 
of logos were created by David and Ben including a 
mosquito in a light bulb (making reference to sleeping 
sickness and dreams/illumination through sleep). By 
1995 Field Study was describing itself as an Unlimited 
Dream Company, inspired by JG Ballard’s novel of the 
same name and again referencing the surrealist notion of 
the unconscious in a state of revolt. That was the year the 
first Field Report was to be produced. The key concepts 
of structuring activities and events as “emanation” and 
“manifestation”, with their esoteric references, were 
defined. 

If Surrealism was Field Study’s seminal influence, Fluxus 
provided the structure for the Field Report. Fluxus 
emphasised the artistic process over the finished product 
with the Fluxus Manifesto declaring its aim to “Promote 
living art, anti-art, promote NON ART REALITY to be 
grasped by all peoples…”. (Kellein, 1995: 43) 

“Artist’s book” in the West had often referred to one-of-a 
kind handprinted books and editions in the livre d’artiste 
tradition. But there were also more avant garde forms 
of book making – for example the Russian Futurists 
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Poster of Field Study the Unlimited Dream Company, 1995.
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between 1912 and 1916 collaboratively produced small 
hand lithographed serial books that employed a radical 
approach to graphic design and incorporated into their 
publications found materials such as wallpaper. 

Fluxus “Chairman” George Maciunas (in many ways 
the ‘godfather” of the Field Report) had planned 
seven Fluxus-Yearbook-Boxes (Flux Year Boxes) 
which imagined an international community of artists 
as contributors.  For Field Study that international 
community of contributing artists was already in 
existence, the “conceptual country that existed in the 
collective imagination of its geographically dispersed 
participants” (Perkins, 2002)  was the mail art network.
 
The first Report in 1995
The 1995 invitation for the first Field Report called on 
contributions from an “open collective” of participants 
and collaborators, from people from all walks of life” who 
would also function as the audience in a hermetic system 
of exchange and reciprocity. Produced in an edition of 
125, the first Report took the form of broadsheets in a 
cardboard folder decorated with rubber stamped images. 
The five A3 sheets documented a Field Study installation 
and included ephemera such as invitations, booklets 
and flyers.  

Prior to the publication of the first Report, Field Study, 
as a collective, had undertaken a number of activities 
which included a group installation in a shop in London, 
an audio visual presentation at a community cinema 
and a Break the Silence performance at Speakers Corner, 
along with the emergence of Benedict Hislam’s Agender 
of the agresiv disleksick, all interstitial activities that were 
intentionally transient, ephemeral and/or social.
The first Report elaborated its concept of manifesting the 
gaps in cultural workers’ CVs, conceived as cracks in the 
continuity of art and life. For the superstitious “gaps” or 
“cracks” signified the boundaries between earthly and 
metaphysical realms from which negative magic could 
emanate. But Field Study reimagined these gaps more 
akin to the Japanese concept of “ma”, , “an emptiness 
full of possibilities, like a promise yet to be fulfilled” 
(en.Wikipedia.org/wiki/Ma_(negative_space))
The Field Report was to be the physical form of the 
kintsugi artisans’ gold and silver fillings of the cracks.

To claim the “gaps” they conceived of time as whole and 
continuous (the Field) with Field Study the thoughts 
formulated from data from the Field. With emanations 
(activities stemming from field study) and manifestations 
(events or group emanations) the Field Report was to be 
an annual journal of these emanations. 

Field Study was once described as a “cultural animator”, 
from the Italian concept of animator as a form of social 

practice oriented towards conscientisation and the 
development of repressed, deprived or latent potentials of 
groups and communities. The Field Report was to be the 
communal manifestation of this international collective, 
an assemblage of creative gestures, in what Natilee 
Harren describes as “non-virtuosic modes of creativity”.
(Harren, 2020)

To solve the documentation, archiving and historicising 
problems of ephemeral and performance based work, 
and work that was collective or collaborative, each Field 
Report was to function as a repository of the year’s 
documentation, where fragments or relics of past actions 
or undertakings, created by multiple authors would be 
archived in the totality of the Report.

“The keystone of Mail-Art is reciprocity” (Bleus in Welch, 
1995:85) and this principle connects the Field Report to 
the mail art network, with the majority of contributors 
including mail art in their arts practice, a practice of 
merging art and life through the mail. The invitations to 
the second Field Report were disseminated through the 
network and via publications such as Artists’ Newsletter 
(UK) and Global Mail (USA). 

While Ray Johnson’s Correspondance School is often 
considered the inaugurator of mail art you could argue 
that its precursors include Duchamp, Schwitters and 
Gutai’s nengajo actions. Now a movement of artists 
seeking to circumvent the gallery system and produce 
work focussed on process and collaboration rather 
than finished product, mail artists create works in a 
variety of forms from postcards to sound works, without 
expectation of payment, using the post for distribution. 

Mail artists produce, send, receive, and exchange 
work, as gifts and artefacts, creating reciprocal 
relationships. Artworks encounter each other in “a 
dynamic relationship of perpetual transactions with 
the subjectivities of others”. (Bourriaud,1998: 22). For 
Uruguayan artist and activist Clemente Padin, a regular 
Field Report contributor, mail art is “a subliminal form 
of social conscience and an instrument of knowledge” 
(Padin in Welch, 1995: 207), a form of dialogue that can 
be dignified and enriching.

Mail art calls for work via invitation and has its own 
code of practice premised on principles of inclusion 
and the recognition that everyone is an artist, a utopian 
movement without leaders and with no homogeneity in 
terms of practices. This is the Field Report’s collective of 
authors and audience, its production and distribution 
system and its ethical basis, a network of participatory 
communication and a form of sociability premised on 
gifting and exchanges.
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Cover, Field Report, 2019

Karl-Friedrich Hacker pages, Field Report 2019
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Now both a “report” and “journal”, in 1996 the format 
as an A5 landscape assembling publication was 
assumed. Taking the material form of a book with its 
characteristics of seriality and sequence, the Report 
reiterated its foundational concepts of emanations and 
manifestations. The concept of the “field” was variously 
described as the negative spaces on a CV or gaps to be 
reclaimed with time being understood as whole and 
continuous. Field Study itself is described as “thoughts 
formulated from data from the field”.

With a green cover of rubberstamped magnets and an 
Astroturf filled comb binding, the 1996 Report included 
multiples of artworks, writings, tickets, documentation 
of events, meetings and exhibitions, typed and rubber 
stamped originals, cards, artists stamps, collages and 
drawings with contributions from over 44 artists 
including Stangroom (USA), Antonio Gomez (Spain), 
Merlin (Germany), Patricia Collins (UK), Panu 
Thusberg (Finland), Clemente Padin (Uruguay) and 
Tony Kemplen (UK). 

From the second edition onwards the Field Report 
has remained an assembling publication, with all 
works received incorporated without judgement, 
making the Report part of a tradition that includes 
Richard Kostelanetz’s Assembling (1970-1986) and 
22 Assembling Magazine of Planet Susannia (2000-2017). 
Richard Kostelanetz described assembling as “the 
fundamental test of creative seriousness”. (Kostelanetz 
in Welch,1995: 177) 

David Dellafiora, as the Field Report assembler, has 
creative freedom to produce the invitation calling for 
works (including the image), the cover design and 
the introduction. The book form is in many ways 
a conventional codex – with its standardised pages 
and sequence determined, sometimes arbitrarily, the 
binaristic juxtapositions chosen by the assembler. 
Johanna Drucker notes that in the codex format there is 
a “tension between the fixed sequence in a material sense 
and the expansive, non-linear, spatial effect of reading 
and viewing” (Drucker, 1995:359) which enables the 
reader/viewer to dismantle the chronology of the Report.

Each page contributor is however the editor and author 
of their own work. Assembled by hand and spiral 
bound, it could be considered a form of democratic art, 
heterogeneous and polyvocal. The individual pages are, 
in effect, incomplete fragments of time, with the artwork 
only realised when the report is sequenced, compiled and 
distributed.

As a (re)productive artform the Field Report may not 
possess an auratic singularity. Yet as a handmade artefact 
with variations in its multiple pages across its 100 

editions, each edition is in effect singular. The consistency 
of its assemblage is dependent on factors ranging from 
the organisation and concentration of the assembler to 
the uniformity of the multiple pages and reproductive 
technologies employed. 

By its tenth anniversary in 2003 Field Study was now 
describing itself as a neo-Fluxus network devoted to 
independent art practice operating outside of galleries 
and institutions. A special 10th anniversary catalogue 
was produced to commemorate this including works 
by Vittore Baroni (Italy), Patricia Collins (UK), Pascal 
Lenoir (France), Frank Osowski (Australia), Clemente 
Padin (Uruguay), Benedict Phillips (UK) and Angela 
Stadthaus (Germany) among others. 

The 25th edition of the Report
The invitation to the 2019 Report displayed an image 
of a woman lying down with pigeons and called for 
contributors to “send 100 copies of a documentation of 
a performance, instruction, manifesto, journey work etc. 
which you have conceived as a Field Study action and 
accordingly signed: “Field Study Emanation by…+ artist’s 
name”. (Field Report invitation 2018) 

The 2019 Field Report, like its predecessors, includes an 
introduction by David Dellafiora, the obligatory directory 
of members (but no list of contributors) and the pages 
arranged chronologically. It begins with a dedication to 
the late contributor Hans Hesse, with images of his work 
from the Field Study archive. The content includes rubber 
stamp based work (frequently appropriating official or 
bureaucratic iconography), text as image, visual poetry 
and artiststamps.

Over its 25 years the Field Report has included 
contributions by artists as diverse as Bernd Reichert and 
Anna Banana as well as artists who have passed away 
including Robin Crozier (considered to be one of the 
most significant Mail Artists working in the UK), Patricia 
Collins, Dawn Redwood and Frank Osowski. 

The 2019 report includes work by Sabine Remy, Julian 
Beere, Brandstifter, Susanna Lakner, Emilio J Carrasco, 
Vittore Baroni, Janus, Keichi Nakamura, Dr Anna 
Banana, Chuck Welch, Artpool Budapest, Stephen 
Perkins, Sarah Bodman, Reid Wood and Carol Stetser 
many of whom have been regular contributors. 

The yellow cover reflects the interests and concerns 
of David Dellafiora as assembler. With imagery of a 
renaissance style beehive (a Masonic image of industry) 
the report is a collection of works in progress, concepts, 
preliminary ideas and summation of actions, from the 
field of artistic activity with pages made from postcards, 
sheet music, tissue paper and envelopes. 
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Stephen Perkins page, Field Report 2019

Sabine Remy and Julian Beere pages, Field Report 2019
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Although not overtly political, the Report does reflect 
the uneasiness of the current global situation: Julian 
Beere’s work calls the times “dark and divisive”; there 
are “fake news” artist stamps, a page stating “leave” and 
photographic evidence of bushfires. Pages tell us “not 
yet”, “keep writing letters”, “no fun contemplating the 
devil’s cauldron”, “walking backwards into the future”, 
“we do not need lizard people we have the rich” and 
“No2 not wanted anymore”.

Pages include Brandstifter’s documentation of a residency 
at free range in Chicago in black on red. The text 
narrates fragments from the 30 days while the image of 
Brandstifter standing on what appears to be a log in the 
gallery space is a crude photocopy. Susanna Lakner’s 
Intergalactic Café is a photo collage of fingers and eyes 
with surrealist references while Vizma Bruns’ page 
presents a studio clean up collage of writing, imagery 
and envelope linings. The reverse rubberstamped page 
is juxtaposed with an uncredited photographic collage 
depicting legs and columns and what could be rubber 
shreds. Reid Wood/State of Being’s minimalist text work 
is an ambiguous instruction while Stephen Perkins 
piece, I’m a letter writer, is a montage of envelope rubber 
stamped with Tatlin’s tower and library warnings, the 
contents a fold out exhibition guide to Ray Johnson, 
Dadaland and the New York Correspondence School at 
Subspace. Edition Janus features a collage of print and 
postcard held together with string entitled TIME to take 
a new LINE. Mexican artist Emilio J Carrasco provides 
a coloured print featuring violent and deathly imagery 
including eye/no eye.

As a publication produced in Australia, local content 
includes Retail Cargo Cult’s The Rhine Experiment 
[Replicated]; Zoe Snyder’s collaged eye, tongue and 
insect; James Greig and Phil Edwards page with a link 
to the audio of their single “the dried-out corpse of a 
drowned rat”; and Doug Spowart and Victoria Cooper 
have documented the devastation of Australia’s bushfires 
in their tidal fire debris piece. The pigeon of the invitation 
image also inspired a number of pages including Terry 
Reid’s collection of pages with their bird metaphors.

There are pages from the UK, Italy, Germany, the 
Netherlands, Australia, USA, Mexico, Switzerland, 
Belgium, Japan, China, Hungary and Spain. With 40 or 
so contributors the Field Report is post-conceptual in 
its openness, its fractures and incompleteness, allowing 
sensual-material transactions  between the reader/viewer 
and each individual artwork and the Field Report in its 
totality.

Guy Bleus stated that mail art is “the transfer of 
(aesthetic) information, the exchange of (aesthetic) 
meanings” (Bleusin Welch, 1995: 85) and art as aesthetics 

or art as historical ontology as philosophical discourses 
continues to preoccupy philosophers. Marcel Duchamp 
emphatically detached art from aesthetics with his ready-
mades and proclaimed an aesthetic indifference. With 
Dada fundamentally disrupting notions of what art is 
or should be, Duchamp declared an interest in ideas not 
visual products, a statement that undermined formal 
philosophical aesthetics forever. Later the Situationists 
would declare that the task was to supersede art and 
abolish the concept of art as separate and specialised.

Peter Osborne states that two philosophical discourses 
have prevailed: art as aesthetics and art as historical 
ontology and, to summarise, that contemporary art is 
post-conceptual due to its concerns with the historical-
ontological condition for the production of art. He says 
post-conceptual art it is characterised by

“… the immanent appearance within the work of art of 
the global socio-spatial dialectic of places, non-places 
and flows in the form of a dialectical constellation of 
the aesthetic, conceptual and distributive aspects of art”. 
(Osborne, 2010:10)

Constituted as it is by multiple pages from multiple 
authors, the Field Report has an ineliminable aesthetic 
dimension. In Osborne’s analysis post-conceptual art is 
characterised by informality, a proliferation of materials 
used, and the inclusion of materials at all stages of 
development, in what he calls a “post-aesthetics poetics”.
(Osborne, 2010:13) The materiality of the Field Report 
invokes an aesthetic positioning in the construction of its 
pages, which range from collage to montage, photocopies 
of works, rubber-stamped and painted work. As a book 
work it manifests an informality with its inclusion of 
all contributions, its lack of editorial control and its 
exhortation for evidence of actions to fill the “gaps” 
between art and life. 

This is not so dissimilar to Bourriaud’s notion that “the 
role of artworks is no longer to form imaginary and 
utopian realities, but to be actually ways of living and 
models of action within the existing real.” (Bourriaud, 
1998: 13) In Bourriaud’s relational aesthetics, artworks 
can be judged “… on the basis of the inter-human 
relations which they represent, produce or prompt.” 
(Bourriaud, 1998: 112)

As an anthology of works created in time and space, a 
heterogenous multiplicity of ideas, thoughts, suggestions 
and documents, the Field Report’s aesthetics are 
conceptual and ephemeral, in a process of becoming. 
As Guy Bleus says, “In principle every mail artwork 
is unfinished. It is an aesthetic text asking for a reply.” 
(Bleus in Welch, 1995:85)  The Field Report, as the reply, 
adds an experiential dimension, with the intervention of 
others, from the assembler to the postal system, creating 
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Carol Stetser and Cooper-Spowart pages, Field Report 2019

Field Study, page of logos, 1996
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a narrative to which each discrete work is in a dialogic 
interaction within the single work.

The Field Report is artefact and book, a material object 
for handling and reading/viewing. If, as Osborne 
says, “art is necessarily both aesthetic and conceptual” 
(Osborne, 2010: 11) then the Field Report’s aesthetic 
dimension is ineliminable because it exists in time 
and space.

Field Report’s long life in the transitory world of self-
publishing and small presses is due in large part to the 
commitment of its assembler/publisher David Dellafiora 
acting as Field Study. For David the Report is a life 
project with Field Study and its publications an integral 
part of his arts practice, filling in the “gaps” on his CV 
and where the “being-togetherness” is creative as well 
as social. Assembled in Geelong, a small city that feels 
distant from the contemporary (post conceptual) art 
world in spite of its proximity to Melbourne, this sense 
of remoteness (and alienation from the Aesthetic State 
Apparatuses) are compelling reasons for its continuation. 
As an international counterweight to parochialism and 
insularity and with its connection to the sociability and 
generosity of the mail art network, the Field Report 
enters its 26th year. 

After contributors have receive their copy of the Report 
any additional copies (there are only 100 in total) are 
available for purchase at Sticky Institute in Melbourne 
and at the annual Festival of the Photocopier. Copies are 
sometimes sold to artist’s book collectors and Reports 
have been presented at the artist book fair hosted by 
the National Gallery of Victoria. The 2014 Report even 
travelled to Bristol Artists Book Event in 2015. 

The Field Report exists alongside its sister Field Study 
publications WIPE and ReSite, both assembling 
publications. WIPE is a small publication, playful and 
lightweight through its use of the fragile medium of 
toilet paper, while ReSite is described as a Manual of 
Scores, Manifestoes and Radical Actions requiring the 
active participation and/or interaction from the reader/
viewer to complete the work. Along with KART these 
publications continue to occupy the border spaces 
of the small press movement. The dissemination of 
these publications is the same as for the Field Report. 
Sometimes side projects such as Books Beyond 
Boundaries take place or the Retail Cargo Cult manifests, 
public events that distribute limited edition Field Study 
publications made by community members (including 
people living with disability).

David points out that it is librarians that have 
championed small press and other alternative 
publications, understanding their historical significance. 

In Australia Des Cowley and Robert Heather have been 
longstanding advocates and in the UK Simon Ford 
along with other V&A librarians. The Field Report’s 
relationship to the institutions of Art is not always that 
of alienation, as copies are placed in the State Libraries 
of Victoria and Queensland in Australia, University at 
Buffalo, MOMA, V&A, Tate Library, National Library 
of Australia and collectors of alternative publications. 
But as Ted Purves wrote to David back in 1996, “there 
is a practice being done that is … engaging, slippery, 
ephemeral, communal and necessary…”  (Purves, 1996: 
4) that will always remain defiant of the ASAs. 

Retrospectively produced, does the Report have an 
afterlife? Breton is quoted as saying “artwork has value 
only insofar as it is alive to reverberations of the future”. 
(Osborne, 2013: 251)For its creators and audience, the 
Report is a material object that produce certain kinds of 
affects and experiences, it is an object of exchange, and an 
aesthetic, rhetorical and social artefact that perpetuates 
community formation and networking. As a publication 
it has a durational and a performative element, a tactile 
quality and an arbitrariness that manifests differently 
in each edition. Over 25 editions it has become an 
increasingly growing archive of artworks 

Nowadays the threat to the continuation of the Field 
Report is the mundane cost of postage, an increasing 
burden for contributors. But for Field Study, the mail art 
network and the interwoven nature of their art practices, 
has meant that the Field Report continues into 2020, 
something that David, Ben and Eamonn may not have 
considered possible back in 1993. Books it seems do stay 
around for years.

Sue Hartigan is a community development worker and 
Field Study member. She coordinates the Rachinger 
Gallery in Geelong for Eastern Hub and produces a small 
photographic publication called Backyard Peepers.
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Movable type: birds, thoughts, print

Caroline Harris

Type Flight is a hand-typeset and hand-bound poetic 
artist’s book in a limited edition of 15, approximately A6 
size and printed with an Adana press on Zerkall wavy 
laid (internal) and Khadi light grey cotton rag (cover) 
papers. The eight-page poem section is wrapped in 
endpapers of fine, 90gsm Bhutanese Khadi resho paper 
(odd numbers of the edition) and Nepalese lotka with 
corn hair (even numbers), so that the title page is visible 
through the tissue. 

In my poetic practice I have been questioning how we 
write poetry about and with nonhuman others. I am 
also experimenting with the diverse and extended forms 
that poetry can take in the twenty-first century, from 
material poetries to digital and social media poetics, and 
combinations of these. I have been examining how the 
processes of material making – folding, cutting, binding 
– correspond both to the line-making, editing and 
‘cutting’ involved in poetic writing, and to the ways in 
which humans interact with nonhuman beings.
In Type Flight, I have recombined a short poem into 
different permutations as a form of récriture, or 
manipulation of found text, where the ‘found’ element 
is a poetic text I had previously written. The poem 
of Type Flight is the whole pamphlet – its materials, 
the performance of its production, each individual 
impression of type on the page. 

In the following series of sections, I examine and 
reflect on some of the themes of Type Flight and its 
making, from metaphor to works by Moschatel Press 
and from Charles Olson’s ‘Projective Verse’ to the fluid 
possibilities of type.     
 
Birds and thoughts

thoughts
small birds
in the woodland

The initiating text of the poetic bookwork Type Flight is a 
small poem, just six words; a simple poem, perhaps, but 
one intended to allow space for the reader’s own flights 
of interpretation and pauses on the layers of possible 
meaning, somewhat in the manner of haiku or Zen 
poetry. It was written while I was staying in a wooded 
valley near Abergavenny (Y Fenni) in the spring of 2018. 
There is an uncertainty (which still persists for me) 
about whether the birds are a metaphor for thoughts, 
or thoughts a metaphor for birds, or if both coexist 
simultaneously, as themselves, ‘in the woodland’. The 
accretive form of the poem keeps open the possibility 

of these different readings: the three statement lines are 
emblematic, almost paratactic1, not necessarily related 
to each other through syntax. In her introduction to 
The Thunder Mutters: 101 Poems for the Planet, current 
Oxford Professor of Poetry Alice Oswald wrote that she 
favoured ‘poems that keep filling up with fresh looks; in 
particular those that follow the structure of oral poetry, 
which tends to be accretive rather than syntactic’ (2006: 
x). Although the prepositional use of ‘in the’ might 
suggest that either thoughts, or birds, or both are ‘in 
the woodland’, the poem structure does not require this 
pinned-down reading: perhaps it is the speaker who is 
in the woodland (or is the woodland); or perhaps, even, 
the three lines are completely independent, brought into 
proximity only by the poem itself. 

These were all ideas and relationships that I wanted to 
explore further through the medium of typesetting and 
letterpress: how might type itself create a printed poem 
that ‘keep[s] filling up with fresh looks’? Type Flight 
might be described as a short form typographical essay2, 
in the sense of being a critical literary composition. It 
was conceived as an experiment in seeing what happens 
when we dismantle the usual prosodic, typographical and 
linguistic hierarchies of stanza, line, margin, word; when 
we ‘diss’ the poem – to borrow and lightly repurpose the 
printer’s term for the process of re-distributing type after 
it has been printed. In my current experimental poetry, 
I have been employing different tactics for disrupting 
the experience of reading, as well as composition, in 
order to challenge our anthropocentric relationships to 
nonhuman beings. For example, in the bookwork Cut-out 
Bambi (Small Birds Press, 2020; featured in Rewilding, 
2020), only a portion of the poem text can be directly 
seen, through the cut-out shapes of deer excised from 
printed YouTube video stills. The reader must interact 
physically with the book and open up the closed pages 
to access the hidden text. With Type Flight, I wanted 
to challenge the assumption that what we read will be 
understandable; that the word is the unit, and that these 
words will be arranged into phrases, lines, or linguistic 
images that have a stable meaning. The bookwork also 
aims to encourage readers to question our relationships 
to the ‘birds’ of the text; by rearranging the lines, words 
and letters, it destabilises assumptions about what the 
poem ‘means’ and whether the ‘birds’ are to be read as 
real or metaphorical.          

As Johanna Drucker has written in relation to letterpress, 
the ‘placement of letters on a page contribute to the 
message produced, creating statements which cannot 
always be rendered in spoken language’. Hand-setting, 
she says, physically demonstrates the letter as ‘an element 
in its own right’ in alphabetic writing systems (1984: 
8). What happens when we pick up, handle, place, 
space, arrange, rearrange, disarrange each piece of type 
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– each letter – as a thing in itself? I was drawn to use 
letterpress by its potential for this kind of disassembly 
and reassembly, and for positioning each letter (bird? 
thought?) as an element in its own right. I was interested 
to see how I might, through print, make a visual poem 
that says something quite different from and additional 
to those three original lines, or that teases out more of the 
potential meanings latent in them.     

The fledgling printer

The compositor stands in front of the case, which is on a 
high, sloping stand. [Sh]e has in [her] left hand a clamp 
or ‘stick’ which can be adjusted to the width of the type 
page [s]he is going to put together, or ‘set’. (Curwen, 
1948: 5)

Let me count the things that can go not quite to plan 
for an Adana beginner... too much ink, too little ink, 
uneven inking, ink too thick, ink too thin, put the 
chase in the wrong way round, put paper in the wrong 
way round … ink stuck round a letter so it prints a bit 
squidgy, ink somehow getting on paper, some other 
debris getting on paper... (Harris, 2020)

Type Flight was printed in the Michael Turner Albion 
Print Room of Bath Spa University (UK). It is my first 
letterpress pamphlet, made down in the basement of 
Corsham Court. I had previously attended a workshop 
run by Visiting Fellow Tim Jollands for members of 
university staff, in which we collaboratively typeset 
Beatrice Warde’s manifesto, This Is a Printing Office. 
My efforts in creating Type Flight have been supported 
all along the way by Tim, who has helped me learn the 
language of type, hands on. As I worked through the 
processes of setting lines, arranging them in galleys, 
locking them into the chase, printing proofs, marking up 
and rearranging, Tim and I discussed the history of print 
and publishing. We talked about Virginia and Leonard 
Woolf ’s Hogarth Press, and how the process of hand-
setting can act as editing (if you are setting type piece 
by piece, unnecessary words become laborious: 
additional labour). 

Angie Butler has written about letterpress as collaborative 
practice, drawing on Barbara Bolt’s concept of 
‘material thinking’, where there is ‘co-responsibility and 
indebtedness between people, materials, technology 
and methods of practice’ (2019: 6). I am also interested 
in the collaborative aspects of authorship in poetry, 
and extending this beyond the composition of the text 
poem, to the form in which it reaches the reader: in this 
case, letterpress. Camilla Nelson has explored human-
nonhuman collaborations materially with her Singing 
Apple Press, particularly in relation to trees and plants. In 
her doctoral project she wrote into apples as they grew on 
the tree, so that ‘the poem is authored by the coincidence 

of both human and tree body, as both readers and writers’ 
(Nelson, 2012: 95). The making of Type Flight involves an 
interplay and interaction of the human and nonhuman, 
of living, mineral and human-made environments and 
technologies. 

Most of my other bookworks are DIY-produced from 
home, with computer and inkjet printer as the tools of 
reproduction; hand-setting and letterpress offer a very 
different form of practice. Both are physical (typing on 
a laptop keyboard is, after all, an embodied activity), 
but with letterpress the pieces of type, spacing and 
leading are individually handled and placed in spatial 
relationships; moved closer together or further apart. 
The deliberateness of this process – different from the 
semi-automatic flow of typing for me – its lengthiness, 
for a novice, and laboriousness, contrasts to the effect 
on the finished page, of the letters ‘taking flight’.   

The page as field and woodland
In his influential 1950 essay ‘Projective Verse’, Charles 
Olson distinguishes between ‘closed’ or ‘non-projective’ 
verse, composed in traditional forms and measures, and 
his proposed ‘projective’ or ‘open verse’. In projective 
verse, the poem transfers energy, received by the 
poet from what they are writing about, to the reader. 
The means of achieving projective verse is through 
‘composition by field’, where the breath and the content 
lead the form: ‘the breathing of the man [sic] who writes, 
as well as his listenings’ (Allen and Friedlander eds., 
1997: 239). Olson was concerned with the interplay of 
syllables, as ‘particles of sound’ and the line, which comes 
from the breath, moment by moment shaping the form of 
the poem. The ‘law of the line’ and the breath break open 
standard English syntax, so that a poem is shaped by 
sound rather than by grammar. Olson uses a gardening 
simile to illustrate the freshness of the poetic possibilities 
that result: 

It is my impression that all parts of speech suddenly, 
in composition by field, are fresh for both sound and 
percussive use, spring up like unknown, unnamed 
vegetables in the patch, when you work it, come spring. 
(244)   

In relation to Type Flight, we might speak instead of 
a composition by woodland, where parts of speech 
‘spring up’ freshly, like unnamed saplings, or take flight, 
like those birds that are dynamically heard in the leafy 
woodland, but not pinned in place by sight.  

For Olson, the relationships and tensions between 
a poem’s elements (syllables, lines) in the field of 
composition are to be conveyed through typography. 
In the mid-twentieth century, a poet-made typography 
meant the rigid, precise spacings of the typewriter. 
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In Type Flight, the page is a field of composition in 
hand-set letterpress. The page is a field; the page is a 
woodland; the whole pamphlet is a compositional field 
and a woodland. The word ‘codex’ itself, used to describe 
the form we generally recognise as a book, with its 
succession of pages, or leaves, bound at one edge, comes 
from the Latin for ‘tree trunk’. The association between 
words and leaves, word collection and woodland, is so 
deeply ingrained that the Oxford Guide to Etymology has 
on its cover an image of trees, the ground below covered 
with leaf fall. The words – the letters – of Type Flight are 
perched on leaves in a tree.  

The papers chosen for Type Flight’s ‘leaves’ come from 
Germany, from India, from Nepal, from Bhutan. They 
are of plant origin, although not from woodland trees. 
The Khadi and Zerkall papers derive largely from cotton, 
while the resho and lotka are sustainably produced with 
the bark from species of evergreen Daphne bushes that 
grow high in the Himalayas. I selected these papers for 
their aesthetic and mimetic qualities. The cover paper 
is tactile, handmade, with rough and uneven edges. 
The wavy lines of the Zerkall paper on which the poem 
text is printed could almost be branches or leaf veins, 
while the endpapers have a translucency, but also fibrous 
qualities, that might be said to resemble looking through 
dappled woodland to see the title page beneath.   

Metaphorical relationships
In More Than Cool Reason, George Lakoff and Mark 
Turner draw attention to the conceptual metaphor 
THE MIND IS A BODY MOVING IN SPACE (158). Since 
birds have bodies that move in space, it is only a small 
jump for birds to act as a metaphor for thought. For 
example, Pascale Petit’s Mama Amazonica, with its 
themes of rainforest, mental illness, abuse and the 
reconfiguring of a mother-daughter relationship, 
compares the mind and thoughts of the speaker’s mother 
to birds in ways that unsettle conventional, safe images 
of flitting, hovering, or flights of fancy. In ‘Rainforest in 
the Sleep Room’, Petit writes how the ‘bilateral current’ 
of ECT (electroconvulsive therapy) affects the mother’s 
‘frontal lobes / like a forest of songbirds // electrocuted 
by rain’, so that ‘Afterwards, her thoughts are nestless, / 
except for a few chicks’ (17, lines 14-18). 

George Lakoff ’s Metaphors We Live By, edited by Mark 
Johnson, proposed a theory that challenged previous 
literary and philosophical approaches by establishing 
metaphor as not only a linguistic device used by poets, 
or even a matter of language alone. Metaphor, the book 
argues, is part of our everyday understanding: ‘Our 
ordinary conceptual system, in terms of which we both 
think and act is fundamentally metaphorical in nature’ 
(1981: 3). 

In More Than Cool Reason, Lakoff and Turner have 
painstakingly analysed how poets extend, elaborate, 
combine, personify and in other ways innovate around 
so-called conventional conceptual metaphors. The 
book includes a chapter on the ‘Great Chain Metaphor’, 
which has since classical times in Western thought set 
up a hierarchy of beings. In this hierarchy, humans and 
the characteristics and abstract conceptions regarded 
as making humanity exceptional (such as thought 
and character), come at the top. These are followed by 
animals, along with ‘instinctual attributes’, then plants, 
‘complex objects’ and finally ‘natural physical things’. 

In its initial lineation, the originating poem of Type 
Flight itself follows the hierarchy of the ‘Great Chain’: we 
encounter first thoughts (human), then birds (animal), 
and finally woodland (plants). However, the re-iterations 
over the following pages break up and rearrange this 
hierarchy in their reordering of lines and words, finally 
dismantling it altogether. 

In the woodland
The originating poem of Type Flight, and so the whole 
sequence, is in ‘woodland’. Why not forest, or copse? 
These terms all have differing meanings, so how does 
the choice of ‘woodland’ set up the reading of the poem? 
The modern word ‘woodland’ has developed from the 
Old English wuduland, while ‘wood’ is derived from the 
Old High German witu and Old Norse vithr (Collins, 
1995: 1756; Wiktionary, 2010). ‘Wood’ is the name we 
give to the fibrous body-substance of trees, and to that 
substance as a material used by humans. It is also the 
term we use for a collection of trees, smaller than a forest 
and often given its character by one dominant species, 
as well as for a category of ecosystems. In this last sense, 
The Hutchinson Encyclopedia states that, ‘while forests 
have complete coverage of the land surface by the tree 
canopy, woodlands have broken canopy coverage, which 
can be as low as 10%, and also include shrub coverage’ 
(Helicon, 2018). This technical definition is far from the 
romantic notion of the ‘wildwood’, used by Roger Deakin 
in the title of his ‘Journey Through Trees’. Deakin draws 
on the poet Edward Thomas, who wrote of wood as ‘the 
fifth element’, to talk of woodland as place to plunge into, 
be immersed in, where the sap is a rising and falling tide 
(2008: ix).    

Type Flight is in the woodland: not a forest and not a 
copse. Woodland is a space between these two in size, 
differing also in density and type of human management 
and incursion. Our notions of forest, woodland and 
copse have transformed historically as our relationship 
to and use of the land has shifted across the centuries. 
A copse today brings to mind a small stand of trees: a 
micro-wood. However, ‘copse’, dating from the sixteenth 
century, comes from ‘coppice’: the process of trimming 
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back trees to their stumps, for more sustainable 
production of timber and firewood, a system that is no 
longer common practice (Collins, 1995: 353). 

The forest too has been defined historically and legally in 
terms of its human use, but in relation, certainly in earlier 
centuries, to the nonhuman animals within its bounds, 
and who is allowed to hunt them. In the 1217 Charter of 
the Forest, a companion to the Magna Carta, a forest is a 
royal domain, a subdivision of wood, a hunting ground, 
to which particular rules and laws apply. Manwood’s 
Treatise on the Law of the Forests (1598) states that only 
the sovereign can make a forest, and also that: 

a forest must always have beasts of venery abiding in 
it, otherwise it is no forest: and if there be no beasts 
of forest, nor beasts of chase in the same, then may 
men fell their woods that they have within the forest… 
(Langton and Jones, no date) 

It would be tempting to define ‘woodland’ in contrast 
as more of a ‘wildwood’, where trees are trees in and for 
themselves. However, Manwood’s diktat that ‘men may 
fell their woods’ shows a conflation, or equivalence even, 
between wood-as-trees and wood-as-timber. Langton 
and Jones, in an article introducing their research on 
the forested extent of England and Wales, contrast the 
contemporary with the medieval view: 
   

From modern or romantic vantage points, where ‘forest’ 
signifies trees, we see disafforestation: shrivelling timber 
resources and land harnessed to agriculture, or the 
eradication of wildwood for financial gain. Looking 
forward from a medieval position, where ‘forest’ 
means hunting ground, we see disenfranchisement; the 
abolition of feudal privileges… 

Type Flight was made in woodland: in the woodland near 
Abergavenny, where the pied flycatchers have flown from 
Africa to make their nests; in the woodland of the mind, 
which might also be a rainforest in the Amazon. It is 
bounded, inhabited, but also extends beyond its edges. 

The A6 format was chosen, rather than the more 
usual A5 for poetry pamphlets, to be deliberately 
small: woodland not forest. In this, it might be seen 
as replicating the human-scale perception of birds, or 
referencing the characteristic ‘smallness’ of form seen in 
the modernist poetry of Ezra Pound or George Oppen. 
It would be interesting, however, to also experiment with 
upscaling the poem: what if each letter were the size of a 
chaffinch, say, or a cuckoo?  

Moschatel and the forest glade 
Referring to concrete poets, Johanna Drucker writes, in 
The Century of Artists’ Books, how they ‘have been able 

to extend the parameters of what a book does as a verbal 
field in a manner which also extends the possibilities 
of the way an artist’s book can function as a poetic text’ 
(1995: 10). The book-as-field extends Charles Olson’s 
vision of page-as-field. 

Thomas A. Clark, in ‘Pages, Walls & Other Surfaces’, a 
talk during the Making Beyond Words conference on 
concrete poetry in 2017, drew a distinction between the 
work of Moschatel Press, which he co-runs with Laurie 
Clark, and concrete poetry. However, the Clarks also 
use the book-space as well as the page-space as a field: 
the turn of the page, the space around the lines – these 
are points of punctuation and also of engagement with 
the reader. The book – words and pages together – is 
the poem. Employing his own A Book of Water as an 
example, Clark explained how the reader ‘activates’ the 
word-flow by turning the pages. Each word appears on a 
separate page: ‘The / resting / form / of / the / flowing / 
stream’. 

Clark refers to the book as an ‘imaginative space’, 
apart from the everyday. The Dappled Glade (1979), an 
early Moschatel pamphlet, might be seen as such an 
imaginative space. Clark has also used the word and 
idea of a ‘glade’ in other works, such as The Pocket Glade 
Dictionary (1980) and A Moth Glade (1981). In The 
Dappled Glade, three short poems, each one on the recto 
with the verso blank, reorder and relineate the initial 
gathering of words and phrases. This is the first iteration:

Deep in 
the forest
deer are drinking 
cool fresh water. 

The shifting combinations throw light on to different 
elements and images. Whereas in the first poem, the 
deer are ‘Deep in / the forest’, in the second they are 
‘deep in drinking’ and in the third it is the water that 
is ‘deep’. In the ‘imaginative space’ of Type Flight, the 
relineations in the first three poem pages also place 
the emphasis on different images and create alternative 
groupings in the phrases, questioning who (human, 
nonhuman, woodland?) is having the thoughts. The final 
two pages, however, go further in their deconstruction 
and reordering than does The Dappled Glade. The poems 
of Type Flight are also printed on both verso and recto, 
encouraging a reading across the ‘landscape’ spread as 
well as down the ‘portrait’ page. In binding the pamphlet, 
after trying different colours of thread, I chose a cream 
linen to match as closely as possible the colour of the 
paper and reduce interference with such a ‘landscape’ 
reading of the centre spread. Each poem page of Type 
Flight shows a different iteration; the aim is to suggest a 
continuing flow of transformation over those pages.  
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A fluidity of print
Poet, scholar and book artist Amaranth Borsuk calls 
the book a ‘fluid artifact’ (2001: xiii). Borsuk is referring 
to the form and history of books and their usage, and 
their malleability under technological, economic and 
social influences, but the book (or poetry pamphlet) as 
individual object is also more fluid, more performative, 
less static than is often stated. Alice Oswald, speaking in 
her June 2020 Professor of Poetry Lecture, reiterated her 
view of a ‘liquid, shifting, not-yet-written-down language’ 
as more vital in its energies than print. Oswald set up the 
‘sameness’ of the printed, mechanically produced page 
against the ‘similarity’ but always-differentness of the 
oral performance. 

Approaches that regard the printed form as reducible 
to always-the-same reproduction and reception miss 
both the performance in the making of a book and 
the ever-shifting relationship of reader and book – as 
both text and object. Readers will encounter varying 
interactions, in different settings; the light on the page 
always changing, thoughts and emotions differently 
dappled, especially if they return to the book over time. 
From this vantage point in the age of digital production, 
we can more easily see the many human interactions 
and decisions involved in mechanical making, and 
its fluidities: from the filing of type punches and the 
pouring of metal into cast, to considerations of colour 
in reprographics, to the liquid stickiness of inking, to 
adjusting pressure. Matters of human eye and human 
hand have been rendered more visible, especially in 
letterpress, perhaps because in current largescale book 
production more is now accomplished via computer 
screen and through digital rather than physical means.     

The experiment of Type Flight is a play between the 
fixedness of type ‘locked’ into the chase and the way the 
original lines are remade into different formations and 
clusters – or flocks, perhaps – that sequentially break 
and remake, moving apart and closer together. The lines, 
word groups, individual words are reordered, split, escape 
the confines of the margins; they settle and fly apart as 
letters and graphemes. All of this is held temporarily 
within a physical form of paper that has been drawn 
from sources around the world, and will itself be digested 
and disperse over time.   

I would like to extend my grateful thanks to Tim Jollands, 
for his time, expertise and company, and use of his type 
and printing equipment. Thanks also to Bath 
Spa University and the Making Books Research Centre, 
for use of the Michael Turner Albion Press Room at 
Corsham Court, and to Sarah Bodman and Angie Butler 
at the Centre for Fine Print Research, University of the 
West of England, for sharing pamphlets from their archives, 
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Notes

1. In parataxis, ‘phrases and clauses are placed one 
after the other independently, without coordinating or 
subordinating them through the use of conjunctions’ 
(‘Parataxis’, 2020).

2. In reference to poet, musician and researcher Richard 
Skelton, who calls his 2012 pamphlet Limnology ‘a long 
form typographical essay on the mythology of rivers’ 
(2020).
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Codex Polaris - book projects from the North

Imi Maufe

Introduction
Codex Polaris organises a variety of projects promoting 
the presence of the Norwegian Artist’s Book, with 
special focus on handprinted and handmade books. 
Its establishment came not long after my move to 
Norway in 2009; I soon realised that there were artists 
making books in this country, but that without any book 
art organisations, fairs, or easy-to-access collections, a 
network was hard to find.

It therefore felt necessary to establish the network I was 
looking for, both for my own wellbeing, and also to 
bolster the artistic community and spread knowledge to 
the general public, in this country and internationally. 
The resulting Codex Polaris projects, discussed here, 
show what a group of independent artists can achieve 
over 7 years, engaging with and creating opportunities 
for artists to work with books, growing alongside 
an expanding artist’s book and art book publishing 
community in Norway. 

Moving to Norway
Moving to Bergen, Norway permanently in 2009 and 
at the same time transferring my art practice to a new 
country, I immediately realised that I had left behind my 
artistic network and book art connections. 
In the UK there was and still is a well-established and 
thriving artist’s book community, created through the 
numerous book fairs and collections supported by 
institutional and private collectors. It is a community 
that really established itself, in a second wave of artist 
book practitioners, after the modern beginnings of the 
1960s. Propelled by the first annual UK artist’s book 
fair held in 1994 at the Royal Festival Hall, London, 
they are now to be found, on an annual basis, in many 
cities and towns in the UK. The Artist’s Book Yearbook, 
founded by Tanya Peixoto (bookartbookshop), John 
Bently and others in 1994, and edited 2001 onwards 
by Sarah Bodman (University of the West of England, 
Bristol), biennially shares knowledge about artist’s book 
practitioners and institutions; Bodman also started 
the Book Arts Newsletter, a grapevine for book artists, 
helping to establish the community informing us of 
events, possibilities, workshops and more. The MA in 
Book Arts (finished 2020) at Camberwell College of Arts, 
London and the MA in Multi-Disciplinary Printmaking 
at UWE, as well as other college and private courses, and 
the establishment of the London Centre for Book Arts, 
also played a large part in generating this 21st Century 
book art community in the UK. Many of these book art 
activities and facilities were and are still absent in the 
Nordic countries. 

On my first visit to Oslo in 2009, I stumbled upon the 
arts quarter, an area with numerous galleries, each 
representing different Norwegian art associations. 
Passing the Tegnerforbundet (Norwegian Drawing 
Association) gallery I discovered an exhibition simply 
called Kunstnerboken (directly translated The Artist’s 
Book). I noted a few artists’ names in my sketchbook, 
not realising the significance they would later have. It is 
one of very few exhibitions held primarily for book arts 
in Norway. Due to the fact that artist’s books are difficult 
to categorise and complicated to display, they are not 
often shown alongside other art forms in galleries or 
found in collections in Norway or the Nordic countries. 
I did not manage to locate a collection of artists’ books 
in a National gallery or library, apart from a small 
collection at the KHiO - Oslo National Academy of the 
Arts Library, and with the lack of artist’s book fairs (none 
until 2013) it was hard to find a new network. There are 
associations for Drawing, Printing, Sculpture, Painting, 
Textiles, and Photography in Norway, but none specially 
for artists’ books, most likely because artists who work 
with books span all of these disciplines. 

So where could I find the vibrance of the UK book art 
world in Norway or even the Nordic countries?

Starting Out
It was only when taking part in the IMPACT 11 
Printmaking Conference in Dundee, 2011, that I met 
two names I had written in my sketchbook - Rita 
Marhaug and Randi Annie Strand. Ironically I had to 
travel back to the UK to find the Norwegians that became 
fundamental contacts for the establishment for Codex 
Polaris and building the network I was looking for.

Another important milestone was in 2013 when the 
annual open studio event in Bergen - B-Open - invited 
reading circles to be set up for different cultural 
disciplines. I invited people to my studio to read texts 
(such as the introduction from Keith Smith’s Non-
Adhesive Bindings, Vol.1: Books without Paste or Glue) 
and discuss books of their own or others. This group 
is the only B-Open group that continues to exist, as it 
ultimately developed into Codex Polaris.

The group, initially called, B-Open Bokkunstgruppe 
(B-Open Bookart group) was invited by Mette-Sofie 
D. Ambeck, an organiser of the Doverodde Book Arts 
Center and Festival in Denmark, to curate a collection of 
Norwegian books (the first Norske bøker project), for an 
exhibition at the centre in 2014.

In 2014 the name Codex Polaris was established and 
since then we have organised several exhibitions and 
events for Norwegian and Nordic artists, printmakers, 
designers and writers working specifically with 
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Smak av Bok exhibition at Visningsrommet USF, 2015, Photo: Kurt Johannessen.

Randi Annie Strand, Arabesk, 2016. Film edition of 5, 8:33 min, Photo: Randi Annie Strand.
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handmade and small editions, exposing works to a 
wider audience in a variety of venues at home and 
internationally. Our projects often take place in 
collaboration with invited artists and artistic groups 
creating an ever-expanding network.

Projects by Codex Polaris

NORSK BØKER (2014- ongoing) 
The first Norske bøker collection was organised for the 3 
Nordic Exhibitions event in Doverodde through an open 
call. Since then we have repeated Norsk bøker several 
times, showing hand-picked collections at fairs nationally 
and internationally. One example of Norsk bøker was 
our collaboration China meets Norway in a Bookshelf #2 
with Northing (an organisation that works with cultural 
exchange between Norway and Far East Asia) where we 
took a collection of elaborate books to the abC book fair 
in Shanghai, as one of three focus exhibitions. The books 
were exhibited on specially designed 7-metre long tables, 
before touring to Beijing and Hangzhou, China.

SMAK AV BOK (2014-2016)
Early on we started thinking about how artists’ books are 
usually exhibited, and how to take them out of book fair 
situations and into gallery spaces. We invited a group of 
10 artists, who had previously included books in their 
practice, to collectively create a new body of work that 
would tour to three large exhibition spaces in Norway. 
The theme of this exhibition focused on the sensual and 
physical possibilities of books as object or installation. 
The project started with a workshop run by Guy Begbie 
(UK) at Trykkeriet, Bergen, alongside a seminar of 
discussions and presentations by the participating artists 
and two Bergen based historians/philosophers Øystein 
Hauge and Sigrun Åsebø.

POSTED/UNPOSTED (2016-17) 
Posted/Unposted was the first project that Codex Polaris 
organised as a Nordic Letterpress Collaboration and with 
a Nordic focus (Denmark, Finland, Iceland, Norway 
and Sweden). It came about after an invitation by Lina 
Nordenström to the annual October seminar at her GG 
Studio (Grafikverkstan Godsmagasinet), a letterpress 
and print studio in Sweden. In 2016 six book artists 
(including myself and Randi Annie Strand) from the 
Nordic countries held presentations, workshops and 
a mini book fair over a weekend. We discussed the 
difficulty of finding a Nordic network for artists working 
with books and also with letterpress. This resulted 
in Lina and myself initiating the Nordic Letterpress 
Collaboration and the first edition of Posted/Unposted: a 
project that involved researching letterpress printers in 
the Nordic countries through physical contacts and via 
the internet. We discovered letterpress studios in capital 

cities, forests and on small islands, and also challenged 
artists who had not worked with letterpress before. The 
result was a box containing 25 letterpress printed C5 
envelopes and contents. Though this project, a small but 
significant community made contact, resulting not only 
in the editioned project, but also from the act of sharing 
letterpress studios and knowledge to create the work.   

CODEX NORDICA (2017-2019) 
After participating as Adie+Maufe at the CODEX 
Book Fair and Symposium, California, USA in 2017, I 
realised I was one of only two exhibitors from the Nordic 
countries. CODEX Book Fair and Symposium is one of 
the world’s largest book art fairs for the ‘handmade book 
as a work of art’ with 220 stands, and in 2017 there was 
an international focus on China. My proposal to the 
CODEX Foundation that the next biannual event could 
have a Nordic focus was answered with a positive yes, 
and an invitation to organise it was taken up by 
Codex Polaris. 

Two years of preparations started with inviting partners 
from the Nordic countries visiting Bergen and discussing 
plans for Codex Nordica. Each partner was to curate 
their own stand at CODEX 2019, with the 6th for the 
collaborative project, Bibliotek Nordica (see below), as 
part of Codex Nordica programme which also included 
exhibitions and talks in San Francisco.

In the end about 30 practitioners from the Nordic 
countries travelled to California in February 2019 to 
represent their work or simply to visit, greatly increasing 
the presence of Nordic book artists to this international 
book scene. 

During our time in the San Francisco Bay Area, the 
group of Icelandic and Norwegian artists took a short 
road trip to North Bay Letterpress Arts for a studio 
visit and wonderful lunch. It was a fantastic example of 
hospitality by the book/print community, and this visit 
resulted in a new project - see Sigla Binda.

BIBLIOTEK NORDICA (2018-2019) 
The collaborative project for Codex Nordica, coordinated 
by myself with Megan Adie and Bent Kvissgard (DK) 
resulted in exhibiting an additional 82 books at Codex 
2019. Bibliotek Nordica was made by selected artists, 
printmakers, designers, and writers from the Nordic 
Countries, who contributed with A6 format artist books 
to form a portable library. Bibliotek Nordica has been 
made in an edition of 10, presented in specially-designed 
boxes and was assembled at Vingaards Officin in Viborg, 
Denmark. 

The 11th book from the artists’ editions was randomly 
picked and sent to another contributing artist in a 
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Dino Dikic, Den Originale kopien, 2016, open edition book:15x10.5cm, photocopy machine, stapler, scapel knife, cutting mat, 
screenprinted poster, 75gsm paper, photocopy, Photo: Kurt Johannessen.

Nordic Letterpress 
Collaboration: Posted/
Unposted, contents, 2016
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custom-made presentation pack, creating a valuable 
network between the participants. As well as touring 
Bibliotek Nordica, the aim is to get one copy into a public 
venue in each Nordic country, allowing them to be 
available as research tools.

CODEX POLARIS TEXTS (2016 - ongoing)
As a way of disseminating information about the 
handmade Nordic book we have been inviting texts to 
be written about the Nordic book art scene. The majority 
have been produced in A6 booklet format and included 
in Bibliotek Nordica and they are also to be found as 
PDFs on our website. 

POSTED/UNPOSTED • BRITISH ISLES (2019-2020)
Our most recent project to be completed, is the second 
edition in the Posted/Unposted series, this time focusing 
on the rich history of letterpress in the British Isles, and 
the first time we have worked on a project outside the 
Nordic Countries. Part of our aim for Posted/Unposted is 
to become truly global, with future plans in the making 
to include other geographical versions.

For this edition we collaborated with Angie Butler, 
utilising her knowledge of letterpress printers in the UK, 
as she had recently completed a doctorate specialising 
in letterpress printing. The format and design guidelines 
were the same as the Nordic Posted/Unposted, this time 
with an extra focus on practitioners who work with 
books, which resulted in the boxed edition containing 
24 innovative letterpress works.

SIGLA - BINDA (2020-2022) 
The current Codex Polaris project, a cross-border 
collaboration between the artists group Arkir from 
Iceland and Codex Polaris from Norway, came about 
after our meeting in California. Arkir (Quires) is a group 
of eleven Icelandic book artists established in 1998.

The terms SIGLA and BINDA - two of many common 
Norwegian and Icelandic words, translate to sailing and 
binding in English. They have both concrete and abstract 
meanings related to our existence, to the sea that links 
us together, to our pursuit of art between tradition and 
innovation, and to historical ties between the nations. 
This is the project’s starting point and the artists (5 
from each country) will be taking inspiration from old 
manuscripts and everyday traditions through study trips 
and individual research, to develop and complete new 
works for a touring exhibition.

Conclusion
Much has changed since I moved to Norway, and there 
have been many positive developments for the visibility 
of artists’ books in my adoptive country. This is in part 
because of what Codex Polaris has achieved since 2013, 

as well as many other factors helping boost the awareness 
and production of artists’ books here (and in the Nordic 
Countries).

Courses and facilities
Spreading knowledge and skills about book arts is one 
important way to develop a network. I started holding 
workshops in book arts from my studio and other venues 
when I first moved here, and have been teaching book 
art courses at the Faculty of Design at the University 
of Bergen since 2011. A few other courses are offered 
privately and in art schools, although there are no 
specific book art courses at university level. Riso printing 
has become well established in Norway resulting in 
the Norwegian Riso Association. Letterpress is slowly 
reviving through the establishment of a few specialist 
print studios and museums opening the doors to artists 
such as Ane Thon Knusten’s project at Fjeld-Ljom 
Working Newspaper Museum in Røros.

Book fairs and book art shops
A couple of annual book fairs have been established in 
Norway - Bergen Art Book Fair being the first of these 
in 2013. Established by the graphic design community 
in Bergen and organised by Pamflett, it has grown into 
a very international fair with a lively programme of 
performances and seminars.

B*stard was established in 2017, a small book fair run by 
Oppland Kunsthall, in conjunction with the Norwegian 
Festival of Literature in Lillehammer. Here there is a 
strong focus on books by the Norwegian creative sector, 
predominantly art publications, with a scattering of 
stands with hand-made books. Like the remotely-located 
Doverodde book fairs in Denmark from 2009 to 2012, 
there is, so far, a low turnout by the public, so the focus 
and delight of taking part is more about the networking 
taking place between the stand holders than public 
recognition or sales.

Outside Norway, Sweden got its first regular book fair 
in 2018: the Malmö Artists Book Biennale. The second 
has been postponed until 2021 due to Covid. Helsinki, 
Finland is organising its first book fair in October 2020.

Torpedo bookshop in Oslo ‘was founded in 2005, 
as a non-profit Bookshop and Publisher of artists’ 
publications, art theory and critical readers’ by Elin 
Maria Olaussen and Karen Christine Tandberg, who 
since 2017 also run the jointly established the art book 
distribution platform Nordic Art Press (NAP). There is 
a strength and seriousness of art publishing in Norway, 
as opposed to artists’ books, especially those of a more 
handmade nature, and could be the subject of another 
Blue Notebook article.
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Posted/Unposted at Bergen Art Book Fair, October 2017
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Exhibitions
Since the exhibition at Tegnerforbundet in Oslo 
in 2009 there has been a handful of exhibitions 
specifically focusing on handmade artists’ books, such 
as Innbundet/Ubundet at Norske grafikere (Norwegian 
Printmakers Association) Gallery in Oslo, and Bokkunst 
at Bomuldsfabrikken, both in 2016. In January 2021 
Kristiansand Kunsthall will be exhibiting ROM for 
BØKER (working title) - an exhibition hosting ‘rooms’ 
of bookworks/installations by each of the artists, Maufe, 
Stand, Marhaug and Kurt Johannessen plus one room 
dedicated to Bibliotek Nordica.

Collections
Sales of artists’ books in Norway and the Nordic 
countries are still low. There is still a lack of collecting 
taking place, both with serious private collections and 
regional and national institutions absent from book fairs 
and exhibitions. The National Library in Oslo does not 
have a collection of modern artists’ books, although they 
have just started up a practice, established in the 1960s 
and then abandoned, of housing print works, which 
hopefully artists’ books can be included in. Sometimes a 
director of Nordic arts centres has been a keen collector 
of artists’ books, but if they leave the institution the 
collection may sometimes be forgotten or not kept up-
to-date, as the next director does not necessarily have the 
same interests. This has happened at Ystad Art Museum, 
Sweden (established by Thomas Millroth with a large 
collection donated by the late artist and collector Leif 
Eriksson) and Doverrode Book Arts Center, Denmark. 
At the Henie Onstad Arts Centre, near Oslo, a collection 
of artists’ books was rediscovered in the basement and is 
now currently partly on show in their newly installed The 
Collection exhibition (open for a three-year period).

Artist’s Book Recognition in Norway - f
or the handmade book
When I first moved to Bergen there was little 
collaboration between Graphic Designers and the Visual 
Arts community and their connection to artists’ books, 
but now there is a much better understanding of the 
cross disciplinary way that artists’ books can take form 
and be produced. A recognition of this is the inclusion 
in 2020 for the first time of the Artist’s Book Category in 
the annual Norwegian Most Beautiful Book Competition, 
(run since 1933 in Norway by Grafill - the Norwegian 
Association of Graphic Designers). The Norwegian 
entries are part of a global competition that still does not 
include a UK section. Bringing books to the attention 
of national collections, arts institutions and the general 
public is slowly but surely happening - reflected also in 
the recognition from the Norwegian Arts Council who 
now include a section for artist’s book projects in their 
funding applications. 
One of Codex Polaris’ main aims is to address the lack 

of artists’ books in collections, and we have also been 
working as advisors to the Fine Art and Design Library at 
the University of Bergen, helping to build up a collection 
of books connected to Bergen. We are currently 
organising a new project in collaboration with Sarah 
Bodman and Angie Butler, for Nordic librarians and 
collectors to address this collection issue. The support 
from the Nordic Culture Point for this project highlights 
the necessity to bring attention to this issue on a 
Nordic scale.
 
Last but not least
Similiar problems occur when trying to define artists’ 
books in Norwegian as they do in English. The words 
Bokkunst and Kunstnerbøker first appeared in the 1960s, 
and are very direct translations from the words Book 
Art and Artists’ Books, although without the problematic 
grammar of apostrophes.

Despite Covid19 postponing many of Codex Polaris’ 
projects in 2020, we are dedicated to promoting 
Norwegian artists’ books and the continuation of the 
Nordic and International collaborations we are involved 
in now and in the future. 

Imi Maufe - On behalf of Codex Polaris

Imi Maufe is a British born, Norwegian based visual 
artist, living and working in Bergen since 2009. 
She graduated from the University of the West of 
England, Bristol with a MA in Multi-disciplinary 
Printmaking in 2004, after studying and working in 
Landscape Design. Imi organises and participates in 
international residencies and exhibitions, and is one of 
the founders of Codex Polaris. Her work can be found 
in institutions such as the V&A, Tate Library & Archive, 
Scottish National Museum of Modern Art and University 
of Bergen Art Library, Norway.

www.codexpolaris.com - codexpolaris@gmail.com
www.imimaufe.com - bluedogtours@hotmail.com

Notes
Links to book art fairs, groups and organisations 
mentioned in text:

Arkir Artist’s Book Group, Iceland: www.arkir.net

Bomuldsfabriken: www.bomuldsfabriken.no/bomuld_
program/bokkunst-gruppeutstilling

Bergen Art Book Fair: www.babf.no
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Codex Nordica stands at CODEX 2019, California, USA, Finland and Iceland.

Bibliotek Nordica - collating 960 books at Vingaards Officin Book Printing museum, Viborg, Denmark, 2018.
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Artist’s Book Yearbook and Book Arts Newsletter:  
www.bookarts.uwe.ac.uk

B-open - Bergen open studios: www.b-open.no

B*stard book art fair, Lillehammer: 
www.kunstopp.no/bastard/

Codex Foundation, USA:www.codexfoundation.org.

Doverrode Book Arts Center and Festival, Denmark: 
www.doveroddebookarts.blogspot.com/p/about.html

Fine Art and Design Library - UiB:
www.uib.no/en/ub/107217/fine-art-and-design-library

Fjeld-Ljom Working Newspaper museum:  
www.fjeld-ljom.no/hjem/a-working-newspaper-
museum/ 

Fjeld-Ljom museum working with Ane Thon Knusten: 
www.fjeld-ljom.no/pressemuseet/venneforeningen/tok-
doktorgrad-pa-lose-typer/

GG Studio/Grafikverkstan Godsmagasinet:  
www.grafikverkstan.se

Grafill - Norwegian Graphic design Association / 
Norwegian Most Beautiful book competition:
www.grafill.no/avb/om-avb

Henie Onstad Arts Centre: 
www.hok.no/en/event/henie-onstad-samlingen

Kurt Johannessen: www.zeth.no

London Centre for Book Arts:   
www.londonbookarts.org

Nordic Culture Point:     
www.nordiskkulturkontakt.no

Norsk Risoforeningen:    
www.risoforening.no/en/about.html

Norske grafikere: 
www.norske-grafikere.no 

North Bay Letterpress Arts:   
www.northbayletterpressarts.org

Norwegian Festival of Literature:
www.litteraturfestival.no/en/

Pamflett:  www.pamflett.no

Torpedo Bookshop, Oslo: www.torpedobok.org

Vingaards Offcin Book Printing Museum, Denmark: 
www.vingaards-officin.dk

Ystad Art Museum:    
www.ystad.se/kultur/ystads-konstmuseum/

Codex Polaris projects particulars: 

NORSKE BØKER - Organised by: Jost, Marhaug, Maufe 
and Strand. Selected collections exhibited: Bergen Art 
Book Fair, Norway 2014/15/16/18/19 and B*stard Art 
Book Fair, Lillehammer, Norway, 2019; Fruit Exhibition, 
Bologna, Italy, 2019; China Meets Norway in a Bookshelf 
#2, touring China, 2018; Bristol Artist’s Book Event, UK 
2014. Participants: see www.codexpolaris.com/norske-
boslashker1

SMAK AV BOK - Organised by: Marhaug, Maufe and 
Strand. Exhibitions: Visningsrommet USF, Bergen; 
Stormen, Bodø; and Sogn and Fjordane Kunstmuseum, 
Førde, Norway. Participants: Dino Dikic, Kurt 
Johannessen, Sarah Jost, Imi Maufe, Rita Marhaug, 
Håkon Holm Olsen, Julie Lillelien Porter, Randi Annie 
Strand, Elisabet Alsos Strand, Anja Ulset. Texts: Sophie 
Marhaug, Øystein Hauge and Sigrun Åsebø (see 
www.codexpolaris.com/texts)
 
NORDIC LETTERPRESS COLLABORATION - 
POSTED/UNPOSTED - Organised by: Maufe in 
collaboration with Lina Nordenström (Sweden)
Collated at: GG studio/Grafikverkstan Godsmagasinet, 
Uttersberg, Sweden. Participants: Lina Nordenström, 
Richard Årlin, Göta Svensson, Jim Berggren, Nina 
Bondeson, Barbro Ravander, Tova Fransson (SE); Sakari 
Männistö, (FIN); Imi Maufe, Ane Thon Knutsen, Johan 
Solberg, Jostein Sandersen, Ottar Ormstad, Tina Jonsbu, 
(N); Svends bibliotek (Jesper Palm, Anne Marie Ploug, 
Nina Maria Kleivan, Hjördis Haack, Viba Bredahl, 
Carina Zunino), Bent Kvisgaard, Mette Ambeck (DK); 
Leifur Ýmir Eyjólfsson, Birna Einarsdóttir (IS), Edward 
Johnson (Åland). Specifications: all work must contain 
an element of letterpress, be contained within a standard 
C5 (229 x 162 mm) envelope and printed in an edition 
of forty. Envelope and contents are to be considered as 
equally important parts of the art works. This is not a 
mail art project. The box measures 26.5 x 18.5 x 6.5cm.
Exhibited: San Francisco Center for the Book (as Posted 
/ Unposted ++) 2019, Grafikk i Väst, Göteborg, Sweden 
2019; Viborg Library, Denmark, 2018; Leeds Letterpress 
Conference, UK, 2018; Galleri København, Denmark 
2018; Turn the Page, The Forum, Norwich, UK, 2018; 
Malmö Artist’s Book Fair, Sweden, 2018; Rönnells 
Antikvariat, Stockholm 2018; Bergen Art Book Fair, 
Norway, 2017.
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Bibliotek Nordica - on a visit to Danmarks Kunstbibliotek (Danish National Art Library), København, Denmark.

Codex Polaris Texts - an ongoing series of Texts commissioned by Codex Polaris, self published in A6 format, originally produced 
as part of Bibliotek Nordica.
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CODEX NORDICA - Coordinators: Initiated by Maufe, 
organised by Marhaug, Maufe and Strand. Partners: 
Pist Protta (Denmark), Tatjana Bergelt (Finland), Arkir 
Book Art Group (Iceland), Codex Polaris (Norway), 
Carine Fihn and Lina Nordenström (Sweden). Artists 
represented: Denmark: Pist Protta (Jesper Fabricius, Åse 
Eg Jørgensen, Jesper Rasmussen). Finland: Kristoffer 
Albrecht, Majia Albrecht, Susanna Autio, Tatjana Bergelt, 
Eeva-Liisa Isomaa, Olof Kangas, Antti Nylén and 
Martti Jämsä, Irma Tonteri, Tarja Turpeinen. Iceland: 
Arkir Book Art Group (Helga Pálína Brynjólfsdóttir, 
Kristín Þóra Guðbjartsdóttir, Kristín Guðbrandsdóttir, 
Áslaug Jónsdóttir, Arnþrúður Ösp Karlsdóttir, Svanborg 
Matthíasdóttir, Ingiríður Óðinsdóttir, Anna Snædís 
Sigmarsdóttir, Sigurborg Stefánsdóttir). Norway: Tina 
Jonsbu, Rita Marhaug, Imi Maufe, David A. Rios, 
Johan Solberg, Randi A. Strand, Elisabet Alsos Strand. 
Sweden: Jennifer Bergkvist, Lars Fernell, Carina Fihn, 
Joakim Kruse Lykke, Lina Nordenström, Richard Årlin. 
Programme: 6 stands at CODEX 2019, keynote and artist 
speakers at the CODEX symposium: Thomas Millroth 
(SE), Tatjana Bergelt (FI) and Pist Protta (DK); a Codex 
Polaris presentation held at the Book Club of California, 
San Francisco; an exhibition Posted/Unposted ++ at the 
San Francisco Center of the Book, curated by Imi Maufe 
and Lina Nordenström.

BIBLIOTEK NORDICA - Organised by: Maufe in 
collaboration with Megan Adie and Bent Kvisgaard (DK) 
Specifications: Edition of 10 wooden boxed ‘libraries’ 
each containing 82 A6 books, plus catalogue and Codex 
Polaris Texts. The box measures 43 x 36.5 x 15.5 cm.  

The project was collated, material printed and boxes 
made during a residency at Vingaards Officin book 
printing museum, with the help of Bruunshaab old 
cardboard factory, CC Tryk printers, Morten Jørgensen 
carpenter, all in Viborg, Denmark. Touring: Iceland 
National Library, 2021; Kristiansand Kunsthall, Norway, 
2021. Exhibited: Frankfurt Book Fair (Bergen City 
Council stand, part of the Norwegian focus), 2019; 
Malmö Konsthall, Sweden 2019; KKV, Malmö, Sweden 
2019; Konstepidemin, Götenborg, Sweden 2019; 
CODEX Book Fair, USA 2019. Participants: see: 
www.codexpolaris.com/bibliotek-nordica
CODEX POLARIS TEXTS: current texts can be found 
at: www.codexpolaris.com/texts

POSTED/UNPOSTED • BRITISH ISLES - Organised by: 
Maufe in collaboration with Angie Butler, Bristol, UK. 
Collated at: The University of the West of England and 
ABPress, Bristol, UK. Participants: David Armes, Angie 
Butler, Sheena Calvert, Pauline Clancy, Thomas A Clark 
& Laurie Clark, George Cullen, Theresa Easton, Hazel 
Grainger, Lucy Guenot, Julie Johnstone, Hilary Judd and 
Lucy May Schofield, Gen Harrison, Tim Hopkins, Erica 
Van Horn and Simon Cutts, Leonard McDermid, Rachel 
Marsh, Andrew Morrison, Linda Parr, Alistair Peebles, 
Mary Plunkett, Nora Schmel and Lena Wurz, Cathey 
Webb, Elizabeth Willow, and Philippa Wood.

SIGLA / BINDA - Organised by: Marhaug and Strand
Participants: Sigurborg Stefánsdóttir (IS), Rita Marhaug 
(NO), Anna Snædís Sigmarsdóttir (IS), Imi Maufe (NO), 
Ingiríður Óðinsdóttir (IS), Randi Annie Strand (NO), 
Kristín Þóra Guðbjartsdóttir (IS), Nana Amstrup (NO), 
Svanborg Matthíasdóttir, Solveig Landa (NO).
Exhibition launch: Entreé Gallery, Bergen, 2021.

Bibliotek Nordica - The Complete Box - 2019, containing 82 
books of many different techniques and media. Edition of 10.

Posted/Unposted • British Isles - taster image of the nearly 
completed project, launching 2020/2021 
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NewLights Press, Mobtown Writers’ Collective 022404, 2004.
12.7 x 20.32 cm, letterpress (cover) and digital print (interior), 
edition of 50, Baltimore, MD.

NewLights Press, Mobtown Writers’ Collective 042704, 2004.
12.7 x 20.32 cm, screenprint (cover) and digital print (interior), 
edition of 50, Baltimore, MD.
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Present/Future/Past: 20 Years of the NewLights Press in 
2020

Aaron Cohick

[past/present]
This essay was supposed to be a reflection on the work of 
the NewLights Press in its 20th year. Then the COVID-19 
pandemic happened. Then the murders of Ahmaud 
Arbery, Breonna Taylor, and George Floyd in the US 
catalysed a large movement focused on racial justice and 
dismantling white supremacy.1 Now, as that movement 
is shifting from the initial protests into long-term policy 
work, cases of COVID-19 are once again on the rise here. 
These two crises are intertwined - disparities in health 
and wealth in the US, fueled by racist policies, have led 
to a disproportionate amount of people of colour dying 
from COVID-19. The overwhelming injustice of our 
system is impossible to ignore. Writing about my work 
as a micropress/artist-publisher in this context seems 
completely irrelevant and self-indulgent, even obscene. 
To be honest, I am struggling to construct any coherent 
thoughts, but I want to hold my work and myself 
accountable to this present moment. 

[present/future]
Most of the above description of current events is already 
outdated. The situation is rapidly getting worse.

[future]
This essay is about change. It will be focused more on 
work to come than on work that has been done. It is not 
some kind of roadmap, or a procedure to be followed. 
It is my own reckoning with twenty years being marked 
at this moment. Early drafts tried to put things in a linear, 
narrative sequence. Nothing has ever worked that way for 
me in the past twenty years, so neither will this essay. 

[present]
Officially the NewLights Press is ‘an independent printer 
& publisher working at the intersection of artists’ books 
and experimental text/image//making.’ It is also the 
name under which I make ‘art.’ I put ‘art’ in scare quotes 
because NewLights is also many craft/technological 
processes, running a business, building a network and 
community, and doing many other tasks that fall outside 
of the recognized boundaries of art. This essay is about 
the ‘not art’ parts of my artistic practice.2

 
[past]
I started NewLights in 2000, when I was 20 years old, 
as a student at the Maryland Institute College of Art in 
Baltimore, Maryland, USA. I had no idea what I was 
doing when I began. Twenty years in, I am still figuring 
it out. I have made many mistakes along the way.

[present]
The question that I have to ask myself is: how has my 
work up to this point replicated racist policies?

The first place to look is fairly obvious: the NewLights 
Press has published mostly white authors. Of the 25 
authors that NewLights has published in book or 
broadside form, 23 are white. This is largely because I 
find work and authors through personal connections. 
The passive racism of my approach is clear. 

[past]
In 2003 and 2004, in the very early days of NewLights 
Press, the writer Justin Sirois and I started a writers 
group in Baltimore. We called it the Mobtown Writers 
Collective. It was basically a group of poets that got 
together once a month and held a reading at a bar/music 
club. We made screenprint and letterpress posters for the 
readings, and produced a series of chapbooks featuring 
the work of the collective and various friends. We made 
a new chapbook every month and gave them away at the 
readings. The posters and chapbook covers were usually 
collaborative, made with other members of the group, 
many of who were also visual artists. The work for the 
group was stressful sometimes. All of us had not-great, 
full-time jobs, so energy, time, and money were scarce. 
It was also a great deal of fun. The rapid pace and 
changing collaborations became a great format to explore 
different ideas about design and process. Holding the 
monthly readings and giving the books away was a way 
to build a community. The Mobtown Writers Collective 
was the foundation of many important relationships. 
The books and posters are the only record that any of it 
ever happened.

[present]
I am starting to learn about antiracist and abolitionist 
frameworks for cultural work. One key element that I 
am focusing on right now is the construction of active 
policies and practices that advance racial equity. A 
‘neutral’ policy is a racist policy, as it keeps power where 
it always has been.3 The anarchist-idealist in me shudders 
when I think about “policy” in terms of NewLights, but 
the truth is NewLights does have policies. Many of them 
are informal and unwritten, which makes it easy to dodge 
accountability. If these informal policies don’t advance 
racial equity then they are racist policies and they need 
to be changed.

[past/present]
Alongside NewLights I have run two other presses. 
The Dolphin Press, at the Maryland Institute College 
of Art, from 2002 – 20044; and The Press at Colorado 
College, starting in 2010 and still ongoing.5 These two 
school-based presses have allowed me to work with 
educators, artists, writers, and students in a variety of 
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Felicia Rice, Guillermo Gómez-Peña, and Enrique Chagoya, Codex Espangliensis, 1998.

Henrik Drescher, Too Much Bliss, 1992. 22.86 x 30.48 cm, letterpress, watercolour, and collage, edition of 41, New York, NY.
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different formats. At Dolphin I was able to collaborate 
with some incredible artists and poets: Wu Wing Yee, 
Henrik Drescher, John Yau, and Anselm Berrigan, among 
others. When I think of how much faith and trust the 
Printmaking department at MICA put in me, to run the 
Dolphin Press as a fresh graduate, I can see how crucial 
it is to trust one’s students and to take them seriously. 
I try to bring that to my work at Colorado College. I 
was introduced to antiracist work by my colleagues at 
CC, and I have been supported in that work by those 
colleagues and the college administration. I am still 
collaborating with artists and poets at CC, and I also get 
to invite my heroes to teach: Amos Kennedy, Allison 
Leialoha Milham, Matvei Yankelevich, Emily Larned, 
Ben Blount, and others.

[past]
Early in my career I saw some artists’ books that continue 
to have a large influence on the kind of publishing that 
I want to do. Those books were Codex Espangliensis 
by Felicia Rice, Guillermo Gómez-Peña, and Enrique 
Chagoya (Moving Parts Press); Too Much Bliss by Henrik 
Drescher (Granary Books); and the seventh Gabberjab 
by Walter Hamady (Perishable Press). These books had 
a depth, scope, and density, in terms of content, facture, 
process, format, and material that I had never seen 
before. I appreciated their craft, but I was more interested 
in the space and time that they created for the authors/
artists and the reader(s). None of that space and time was 
neutral - it was all legible in multiple ways.

[present]
After many years of (I think) losing money on most of 
the NLP publications, that has finally turned around. 
I wrote ‘I think’ up there in parentheses because I only 
started keeping track in 2016. So I am most likely 
wrong. NLP has never had paid an author for their work 
outside of copies of the book or broadside. This is clearly 
exploitative. I have justified it for so long by not looking 
at the numbers, through the good faith of the people that 
I have been collaborating with. An exploitative practice is 
a racist practice.

[past]
Over the past 5 years I have been doing less and less 
collaborative publishing with NewLights and focusing 
more on my solo work. I miss collaborating with other 
writers and artists (even though I still do it frequently 
at The Press at CC). I love how collaborative publishing 
is something that happens in community. I have been 
thinking for many months, maybe longer (time is so 
strange in these pandemic days) about starting to do 
more collaborative NewLights work again. 

[present]
Art/publishing is my area of concern, my area of 

expertise and of power, and thus I am obligated to 
use that power to advance equity and dismantle white 
supremacy. I need to change my work with NewLights, 
my work as an educator at The Press at Colorado College, 
and my work in book arts professional organisations. 
The struggle for justice is everywhere, all of the time. 

[past]
With these past experiences in mind I put together a 
vague plan: chapbooks, maybe one or two per year, and a 
large book every two or so years. But I knew that I would 
not be able to do these alone. The truth is that I have 
never been a real editor. I don’t even really understand 
what a good editor does. My knowledge of poetry and 
the work that people are doing now is severely limited. 
My attention is framed and filtered by white supremacy. 
I have never been able, despite my best intentions, to 
pay enough attention to visual art, poetry, and all of the 
cultural, political, and economic issues that inform them. 
Good intentions aren’t good enough anymore. If I am 
serious about collaborative publishing then the first thing 
that I need to do is ask for help. I would need a partner, 
an editor that I could work with on equal footing. That 
first realisation - that I need help - is what actually set 
me on the path of thinking about what I do in terms of 
equity. The Black Lives Matter protests that took on new 
urgency in May sharpened my resolve.

[present]
It is not fair or equitable to ask someone to work for free. 
So the first rule of this new version of the NewLights 
Press is that everyone involved - authors, editor, and 
publisher - will be compensated for their labour. 
That compensation will be a percentage of the profit of a 
given project. (This is obviously not a radical idea - 
it’s the way things work in the ‘real’ publishing world.) 
With fair compensation as a baseline value I felt that 
I could approach someone about the idea of working 
with NewLights as an editor.

[past]
The most recent publication of The Press at Colorado 
College is the book CURB, a collaboration with the poet 
Divya Victor. CURB is a series of poems documenting 
the assaults and murders of Indian-Americans and 
Indian immigrants in public spaces in the United States. 
Working on the book with Divya changed the way that 
I thought about these large, collaborative projects. It 
showed the vast potential of building these books from 
the ground up, and how a relationship of mutual support 
and trust opens up space for new work. CURB was the 
third project that Divya and I have done together. Our 
ongoing and discontinuous conversation started in 
Baltimore in the days of the Mobtown Writers Collective 
and the Dolphin Press, and I feel fortunate that it is still 
going. She is a brilliant poet, teacher, and critic, and the 
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Divya Victor and Aaron Cohick, Brace Position, 2011. 25.4 x 43.18 cm, letterpress on found newsprint, 
variable edition of 200, Colorado Springs, CO
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first person that I thought of to be the new editor of the 
NewLights Press. 

[present/future]
Divya and I are really just starting to talk about what 
is possible in terms of our editorial structure and 
publishing practice.6 The main goal will be to support 
authors in making work that might not ever get made 
under ‘ordinary’ publishing structures - to make space 
for new work through a programme of active support. 
One of Divya’s first ideas was that we reframe the 
publisher/editor/author relationship to focus on 
‘nourishment and care.’ This would be a process that 
engages an author in a long-term conversation about 
their work (8 – 10 separate meetings over a year or 
so). We want to bring other poets and artists into the 
conversation as well (and yes, pay them!) to create a 
‘circle of care’ for the author’s work (also Divya’s idea 
and phrasing). What we’re talking about is more like a 
residency than a traditional publishing process - 
a residency not dependent on place, but on engagement 
and support. We are being open about compensation but 
we see this project as anti-capitalist in that it is explicitly 
against exploitation and extraction. We will centre the 
work of authors of various and intersecting, minoritised 
identities: BIPOC, transgender, queer, disabled, and/or 
immigrant people. We will be careful about not imposing 
our own ideas about what that work ‘should’ be.

[future]
The large format books will be a space for authors to 
work from the ground up. We expect to be starting with 
ideas, maybe a few sketches, maybe a piece of another 
project that was put aside but still has a great deal of 
potential. These will be slow projects, centered on 

conversation and collaborative development. They will 
most likely take years. Each one will probably be very 
different from the others. 

The chapbooks might start more fully formed. We are 
also thinking about them as opportunities for writers to 
craft aesthetic/poetics statements in order to frame the 
conversation around their work. These will come out a 
bit more frequently (one every 8 months?), and will 
probably have a (somewhat) consistent visual and 
structural identity.

[present]
Fair compensation based on profits from the books 
assumes that sales will happen. Twenty years of 
experience makes sales easier. Having a dealer that 
handles your books makes sales even easier. I currently 
work with David Abel of Passages Bookshop. David is 
amazing. If I didn’t have his help none of these plans 
would be realistic. It took me a long time, and several 
unsuccessful attempts, to find the dealer that was right 
for my work. David has a background in avant-garde 
poetry and artists’ books. He didn’t see my most radical 
work as only being bizarre and illegible - he also saw it 
in its historical context. That’s the kind of dealer that 
every artist needs. I have a plan to work with some of 
the professional organisations in the field (the Fine 
Press Book Association and/or the College Book Art 
Association) to create a mutual aid group that can help 
connect emerging artists with dealers. 

[future]
One problem with large format works in relatively small 
editions (we’re thinking around 30 for these NLP books) 
is that access is limited. These books need to be read: 
as text, as objects, and as complete text-objects. We are 
brainstorming ways to make that reading more available. 
One possibility is digital versions of the books, either 
as websites or PDFs. Those could be combined with a 
programme that would lend physical copies to educators 
that want to teach the books. An educator could purchase 
a ‘teaching package’ from the NLP website. It would 
include a PDF version of the book specifically licensed 
to be copied and distributed in educational contexts, and 
would allow the educator to borrow a physical copy for 
1 – 2 weeks for them to use in the classroom. Two copies 
from the edition would be designated specifically for 
this purpose - ‘classroom proofs’ - with the expectation 
that they would be damaged through repeated handling. 
(These copies, along with a record of where they had 
been, would be an interesting object in an archive.) The 
classroom proofs would be available for any teaching 
context: colleges, elementary, middle, and high schools, 
workshops, nonprofits, informal groups, etc. - any place 
where the books would be engaged with and shared. 

Divya Victor and Aaron Cohick, CURB (detail), 2019.
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Divya Victor and Aaron Cohick, CURB, 2019. 20.32 x 31.75 cm (closed), letterpress and rubbings from concrete, variable edition of 30, 
Colorado Springs. CO.

Aaron Cohick/NewLights Press, 
Extraction Prayer, 2020. 22.86 x 30.48 
cm, liquid relief collagraph, variable 
edition of 75, Colorado Springs, CO.
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[future]
Another way to think about access and transparency 
is based on the open source software model. I want to 
make the “code” of this publishing enterprise available 
to be used, copied, adapted, and improved. Getting 
these processes down in text and out in the open allows 
them to be named, described, analysed, and critiqued. 
There will be documents and templates describing 
our processes (timelines, brainstorms, budgets, profit-
sharing, etc.) available through the NLP website for other 
presses and artists to look at, use, and/or adapt. The idea 
is not to provide a strict plan to follow - because NLP 
could never make plans that would be right for another 
press - but to provide resources, and a look at often-
hidden structures. I hope that whatever we come up with 
might be useful to others.

[present]
In this 20th year of the NewLights Press, I can’t think of 
anything I would rather do than get back into working 
in community in a serious and thoughtful way. It will be 
a great deal of labour, with a level of accountability that 
I am not used to. I am sure that I will make mistakes as 
I go. I will do my best to correct them. I am very much 
looking forward to working with Divya, and to using our 
expertise and resources to make space for new artwork 
in the world. Every part of the past twenty years of NLP 
will play a role, even the parts that need to be eliminated. 
I can only hope that the NewLights Press remains 
accountable to the past and to the present, and oriented, 
always, toward a better future.

Aaron Cohick has been making and publishing artists’ 
books and poetry for twenty years. He is the founder 
and proprietor of the NewLights Press, and the Printer 
of The Press at Colorado College. He lives and works in 
Colorado Springs, USA.

Notes

1. This is a good definition of the system of white 
supremacy:

‘[By] “white supremacy” I do not mean to allude only 
to the self-conscious racism of white supremacist 
hate groups. I refer instead to a political, economic, 
and cultural system in which whites overwhelmingly 
control power and material resources, conscious and 
unconscious ideas of white superiority and entitlement 
are widespread, and relations of white dominance and 
non-white subordination are daily reenacted across a 
broad array of institutions and social settings.’ (Ansley, 
1997: 592)

Ansley, F.L. (1997) ‘White Supremacy (And What We 
Should Do about It),’ in R. Delgado & J. Stefancic (eds) 
(1997) Critical White Studies: Looking Behind the Mirror, 
Temple University Press, Philadelphia, 978-156639532

2. The best place to get a sense of the work of the 
NewLights Press is the website: 
https://www.newlightspress.com 

3. Ibram X. Kendi provides a strong and clear argument 
against the idea of the ‘neutral’ or ‘not-racist’ policy. 
Kendi, I. (2019) How to be an Antiracist, One World, 
New York, 978-0525509288, pp. 9, 17 – 23.

4. Now ‘Dolphin Press and Print.’ None of the books 
or broadsides that were made in the early days (1998 – 
2004) are listed on the website, and some of the dates in 
the ‘About’ section are incorrect: 
http://dolphinpressandprint.com/index.php

5. The Press at Colorado College: 
https://www.thepressatcoloradocollege.org 

6. I do not intend to speak for Divya. This is written from 
my viewpoint. I do want to be sure to give Divya credit 
for her ideas, so those are noted in the text. I also want 
to emphasise that all of the ideas listed in this essay are 
just our initial thoughts - they will change and develop. 
The commitment to justice, equity, and care is the only 
thing that is certain.
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Helen Douglas, Between the Two, 1997. Photo courtesy of the artist.

Helen Douglas, Wild Wood, 1999. Photo courtesy of the artist.
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Place and nature in the work of Helen Douglas

Maria White

The work of Helen Douglas is imbued with place 
and nature. She uses photography and sometimes an 
embroidered layering of images to reveal a sense of 
place. Helen has known the Yarrow Valley in the Scottish 
Borders since her childhood. Her home, Deuchar Mill, 
and the surrounding Yarrow Valley has been a constant 
influence and a special place for Helen. Her connection 
to the area is deep and visceral. She beautifully describes 
her love of and relationship to Deuchar Mill and its 
nature: 

Although converted into a house, the Mill does not 
have many of the conventions of a house. It still feels 
almost like an agricultural building in its structural 
simplicity and relates similarly in this way to the land 
around it. I think this is the key to my close living with 
Nature. The Mill is strong and protective and holds 
me as well enabling me to look out. If I leave, when I 
return, like the frog and swallow, I know it is home. 
I am attached to this place. The Mill is multi-sensory: 
its visual beauty, it sounds, and smells. Whilst strong 
it creaks and groans in the wind. The flow of the river 
is heard as a constant, likewise the fields and hills 
with animal and bird life. There is a natural rhythm to 
this. The oyster catchers arrive in February with their 
clamour, the lambs and curlew in Spring. In Summer, 
with wide open windows and doors there seems little 
divide between inside and out. Swallows dart in and 
out. Once a barn owl flew in at dawn, and perched on 
a chair, last Summer I had a family of stoats living in 
my garden. (Douglas, 2020)

In 1974 Helen joined Weproductions, the imprint 
founded by Telfer Stokes in 1971. Helen introduced Telfer 
to Yarrow Valley and they went to live there on 17th 
December 1975:

Our purpose, in the idealism of the 70s belief in 
self-sufficiency, was to make a home and productive 
garden, with a studio and workshop to make and 
produce books. (Douglas, 2020)

Helen and Telfer shared the Weproductions imprint 
for 30 years. They had just published Chinese Whispers 
when they moved to Deuchar Mill. They went on to 
collaborate on works including Clinkscale (1978), Stells 
(1978), Real Fiction (1987) and finally Water on the 
Border (1994).1 Helen published her first solo book 
under the Weproductions imprint in 1997.2 This book, 
Between the Two, foreshadowed much of what was 
to come: Helen’s ability to explore the natural world 
through her use of the space of the page. With images 

taken at Deuchar Mill and in Italy, ‘It was a book partly 
exploring Winter/Summer and Northern cold/frigidity 
to Southern warmth sensuality’ (Douglas, 2020). Between 
the Two is in black and white but the cover is a vivid 
textured red velvet, which makes the book feel colourful 
and immediately makes the reader aware of the physical 
nature of the book. Although a continuous narrative, 
the book falls into chapters. It starts with black lines 
and arcs of grasses against a white background, perhaps 
echoed later in Reflection. A feather appears, thicker 
stems and other plants, then pages become framed by 
wire fencing, reinforcing the consciousness of the page. 
The background darkens: insects, twirling tendrils of 
plants, leaves and spiderwebs of raindrops or dew are 
highlighted against black. Next, blooming flowers are 
printed dark on light and mildly transparent paper, 
with interspersed thinner paper. (Later works, such as 
Glyph and Meadow, also use light or semi-transparent 
Chinese and Japanese papers.) Between the Two in its 
final chapter returns to light on dark with a perfectly 
positioned butterfly appearing on each side of a (book) 
leaf, unfurling stems and star-bursts of plants.

Wild Wood, published in 1999, is, in contrast, in full 
colour.3  The book explores the ancient woodland near 
Deuchar in Yarrow. It too is divided into chapters, each 
with its characteristics: a difference in mood, portrayed 
by colour both of the main images and of thin border (or 
absence of border) around the edge of the page, which 
in turn is visible on the fore-edge of the text block. The 
book moves through the mood of the wood, from soft 
pink, through storm swept thrashing branches to brown 
and a variety of greens. The narrative is perhaps like a 
fairy tale. In one of the most intriguing parts of the work 
the openings bear images of middle-distance trees, their 
trunks and branches, within a thick border of close-up 
images of growing leaves, flowers or lichen. The reader 
feels as though they are in the midst of the wood, close 
to the plants of the outer image, perhaps with a hand 
resting on a tree truck, but looking through to the trees 
beyond. These pages are also influenced by medieval 
illustrated manuscripts, Books of Hours heavy with wide 
borders of flowers and plants, birds and other creatures in 
intense colour. A reference to an ancient book to portray 
an ancient wood. The borders have visual function, but 
the word “border” is also a play on the place name, the 
Scottish Borders, and the book is subtitled “a Border 
ballad”.

A number of Helen’s works are based around water, with 
images of local waterways including Deuchar Mill’s own 
pond, Yarrow Water, and The Haining, which is about 
12 miles from Deuchar Mill, of which Helen says ‘This 
was a place my mother took me to when I was a child. 
It is quite magical there’ (Douglas, 2020). Reflection and 
Glyph, both published in 2006 using photographs taken 
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Helen Douglas, Glyph, 2006. Photo courtesy of the artist.

Helen Douglas, Meadow, 2017. Photo courtesy of the artist.
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at The Haining, employ light Chinese calligraphy paper 
through which the inks penetrate. Images printed on 
the recto of each leaf bleed through to the verso creating 
two images across an opening. The paper also allows the 
layering of images, creating depth and drawing the reader 
through the work. In Reflection the water surface displays 
the reflection of overhanging tree branches as rushes 
push up through the water. In Glyph the lily pads appear 
as dark shapes, triangles of various angles, or, with their 
reflections, as darts. They appear as graphics, as mark-
making symbols, as hieroglyphics. These books were 
made in the same year as Swan Songs: with damselflies, an 
11-metre folded concertina of light Chinese calligraphy 
paper, printed on one side with a rectangular image per 
leaf. The work can be stretched out to its full length or 
read in single or more openings. The images include reed 
stems with insects against white water, flowering plants 
against dark shadow filled water and swans within their 
world. Helen describes this work as ‘a contemplative 
exploration of the lake/loch and its inhabitants. Distilled 
to the page as an ancient repository of time, swans reflect 
and glide while plants grow and damselflies flit.’4

Dark Cloud, published 2015, was also photographed 
at The Haining and printed on Toshu paper. The work 
portrays the impression of clouds across the water’s 
surface. Shadows of dark blue highlight circles rippling 
out from raindrops among plants and their reflections. 
Leaves Passing, also from 2015, is a landscape format 
book printed on heavier paper. A single image stretches 
across each opening, placed within a stark white border. 
Jewel-like leaves float past on the black velvet water of the 
Yarrow Water. Frost Bites, dated 2016-2017, portrays frost 
stiffened plants, edged with white beside the icy grey 
Yarrow Water. Flourish: at the water’s edge, 2019, is made 
from thick white paper, with a cover letterpress printed 
with a shoal of fish. Its painterly images are less dense 
and more fluid. Water-edge plants dance while tadpoles 
dart and fish and their shadows skim through the Yarrow 
Water at Deuchar Mill. 

Helen’s work flows between the codex, concertina and 
the scroll, with each work finding its own format. In 2010 
and 2011 Helen made two scroll works based around 
the pond at Deuchar Mill. The first, Poempondscroll5, 
is an over-5-metre long scroll with a poem by Valerie 
Gillies that is intertwined with the image of the water, 
reflections, plants and creatures. A year later Helen made 
The Pond at Deuchar, again exploring the pond, this time 
in richer colours. Printed on Chinese Xuan paper and 14 
metres long, the scroll reveals a world of tadpoles, frogs, 
ripples, surface vegetation and its reflection, underwater 
plants, insects and a vivid blue damselfly. Shortly after 
making The Pond at Deuchar Helen was invited to be 
part of “Transforming Artists’ Books”6,  a collaboration 
between Tate and the University of the Arts London. 

As part of her involvement The Pond at Deuchar’s 
digital photographic files were used to create an e-scroll, 
a digital version. The flow of the handscroll easily 
transferred to the digital screen. As well as making more 
available a work that had been published in an edition of 
4, it gave the possibility of going ‘into the page’ (Douglas, 
2017). The scroll was intended as an app for iPad, 
however the AppStore rejected it ‘saying it had “limited 
functionality”’ (Taylor, 2020: 35), and after sometime 
it was removed from iPad. A version is available on the 
Weproductions website and while perhaps not as Helen 
intended it still conveys the contemplative intensity of 
image, colour and pondlife. Helen had been enthusiastic 
about the movement of her work to the screen but this 
disappointing experience returned Helen to the book. 
She has said that it underlines that ‘there is a real point 
to independent publishing and just getting on and doing 
things oneself ’ (Douglas, 2017).

Meadow, published in 2017 and part of Helen’s Field 
Works series, is printed on fine Xuan paper. In this 
work the wildflowers and grasses at Deuchar Mill reach 
skywards, visited by winged insects. Helen has exploited 
the paper’s semi-transparent qualities to allow earlier 
and later images to be glimpsed. Meaning that when the 
book lies flat, an image seems to stretch across the whole 
opening, while also giving layering and depth. Further, 
there is a lovely sensation when the reader lifts the page 
to turn it: as the image is peeled from the later images, 
it is isolated and becomes an individual beautiful entity. 
Gathered: grasses with mayfly, also published in 2017 as 
part of the same series, again uses Xuan paper. In the 
centre of each leaf is the photographic portrait of single 
stems of Deuchar Mill’s grasses. Their solitary portrayal 
has the suggestion of botanical drawings. But the nature 
of the paper allows echoes of plants from later leaves, 
each unique but gathering together. Again as the reader 
turns the page the image lifts away from the later leaves 
and the grass becomes only itself. For both books Helen 
placed a sheet of paper behind the plant or plants before 
photographing them, hence also sometimes capturing 
their shadow on the sheet, often in a deep blue. The final 
images in Meadow mainly consist of these shadows. The 
plants in Meadow have a free wildness about them while 
the grasses in Gathered stand erect.

While embedded in Deuchar Mill or the Yarrow 
Valley, Helen’s work also carries references beyond 
that immediate place. As already mentioned, the rich 
imagery of Wild Wood refers to medieval illustrated 
books. In 2011 Helen ‘sited/sighted’7 two Classical myths 
in the Scottish Borders with the companion pieces Leda 
and the Swan and Apollo & Daphne. As tightly folded 
concertinas printed on Chinese paper, they each bear 
single images. Leda and the Swan is of a swan stretching 
its wings beside a Classical female nude reclining in the 
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Helen Douglas, Flourish at the Water’s Edge, Weproductions, 2019. 32 x 22cm, 12pp. Digital print on Munken. Stitched, card cover with 
embossed letterpress image. Edition 40. Photos courtesy of the artist.
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water, while green and yellow foliage with pink flowers 
expand outwards across the concertina. Photographed 
at The Haining, with the swan probably photographed at 
Bowhill, a few miles from Deuchar Mill, in the Yarrow 
Valley, the work is full of light, stretching out as an 
extension to the swan’s wings. Apollo & Daphne is darker, 
a red figure dashing through dappled and darkening 
light, along the waters of a Scottish burn. Behind the 
figure red-hued plants trail, suggesting that she diffuses 
as she runs.

In The Pleasure of Minnows, published 2012, Helen 
references Zhou Dongqing, the late 13th century 
Chinese artist. His handscroll inkwash painting on paper 
The Pleasures of Fishes8 was inspired by a passage from 
the fourth century BC Daoist text Zhuangzi, a collection 
of anecdotes, stories, fables and parables named after its 
traditional author Zhuangzi. Zhuangzi observes while 
walking beside a river ‘See how the minnows come out 
and dart around where they please! That’s what fish really 
enjoy!’9 The Pleasure of Minnows is a concertina, again 
made of delicate Chinese paper. Fish from Yarrow Water 
skim the surface of the paper, gathering, separating, 
darting. The water is barely visible, their delicate bodies 
exist in space.

Helen’s work is an in-depth examination of the natural 
world embedded in her experience of the Scottish 
Borders. She takes us into the nature of that place. 
Through introducing references to myths, medieval 
illustrated books and Chinese works, Helen adds layers of 
nuance to the sense of place. Deuchar Mill is at the centre 
of this. Its rhythm of life, the seasons, the flow of the 
river, the birds and animals. Helen writes: 

In this way of rhythm and internal and external living 
and being, it is quite natural that as I take up my 
camera and go out looking, I see things and gather 
these into the interiority of the book, to then give out 
in published form. (Douglas, 2020)

I would like to thank Helen Douglas for her time and 
generosity in answering my questions and providing 
the images.

Maria White has had a long relationship with artists’ 
books, first encountering them while working at the 
National Art Library at the Victoria and Albert Museum 
in the late 1980s. She went on to work with and then 
manage the artists’ books collection at Tate Library: 
purchasing for, cataloguing and leading group visits 
to the collection. She curated displays in the Library 

showcases and co-curated with Cathy Courtney the 1995 
exhibition of artists’ books held at Tate Britain. She has 
given talks about artists’ books and led workshops on 
cataloguing artists’ books. Maria has a personal collection 
of over 1000 artists’ books. Essence Press has published 
four artists’ books by Maria.

Notes

1. For further information and images of the 
Weproductions publications see the Weproductions 
website http://weproductions.com

2. Helen had published two books before joining 
Weproductions: Willow Herb (1974) and Threads (1974)

3. The development and availability of digital technology, 
in particular Photoshop, made it possible and affordable 
to design the pages in Wild Wood and to print in colour

4. Quote from Weproductions website: 
http://weproductions.com/handprinted.html [28th May 
2020]

5. The work evolved from a commission from Dundee 
University for the AHRC research project Poetry beyond 
text. Further information and images can be found on 
the website: http://www.poetrybeyondtext.org/douglas-
gillies.html 

6. For information on this project see: https://www.tate.
org.uk/about-us/projects/transforming-artist-books

7. Quote from Weproductions website: 
http://weproductions.com/handprinted.html [28th May 
2020]

8. Dated 1291 and held by the Metropolitan Museum of 
Art, New York, see: https://www.metmuseum.org/art/
collection/search/40393 [28 May 2020]

9. The Zhuangzi passage continues (as stated on the 
Metropolitan Museum of Art website): ‘His companion 
Huizi remarks, “You’re not a fish - how do you know 
what fish enjoy?” Zhuangzi replies, “You are not I, so 
how do you know I don't know what fish enjoy?”’ The 
inscription at the end of the Zhou’s scroll reads: ‘Not 
being fish, how do we know their happiness? / But we 
may express our feelings in our painting. / In order to 
probe the subtleties of the ordinary, / We must describe 
the indescribable.’ https://www.metmuseum.org/art/
collection/search/40393 [30 May 2020]
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Helen Douglas, Leda and the Swan, 2011. Photo courtesy of the artist.

Helen Douglas, The Pleasure of Minnows, 2012. Photo courtesy of the artist.

Helen Douglas, Gathered: grasses with mayfly, 2017. 
Photo courtesy of the artist.
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59: The Golden Hind by Vallance. Page 61: Carreg Wastad, 
Llanberis Pass by Parsons. Steve Parsons’ practice is 
in photography, Sue Vallance is a creative maker and 
member of Field Study.

Follow their activities online at: 
https://www.instagram.com/srp7899/

ARTWORK CONTRIBUTORS

Sara Elgerot, Sweden (page 63)
Word break poetry produced from Guy Bigland’s 
#wordbreakexercise challenge for the Centre for Fine 
Print Research’s Print and Book Festival 2020, this one 
was made using Chapter 1 of Virginia Woolf ’s A Room 
of One’s Own. 

https://rareautumn.com
@rareautumn

Jessica Ho, Hong Kong (page 62)
Jessica is a graphic artist and Lecturer in Illustration and 
Graphic Design at Hong Kong Design Institute. 
The ice-cream image is from the CFPR Print and Book 
Summer Festival 2020, for the collage challenge set by 
London Centre for Book Arts: #wishiwaswhere.
https://cfpr.uwe.ac.uk/book-and-print-summer-
festival-2020/     

Instagram: jessicahoyc
jessicaho@vtc.edu.hk

Leyla Moazzen, UK (page 4)
Leyla’s response to the #wordbreakexercise set by Guy 
Bigland for the CFPR Print and Book Festival 2020 is 
based on Brit(ish) by Afua Hirsch, a powerful study of 
race, identity and belonging in contemporary Britain. 
“It was so interesting to see repetition and thematic 
layering emerge from this exercise,” Leyla said. “I’ve had 
a very strong connection to this book, identifying with 
many of the experiences that Afua Hirsch describes. 
Working on this drawing gave me a stronger visceral 
reaction to the subject than the more distanced, 
intellectual processing required in reading the book.” 

Leyla Moazzen’s work explores woven textures and 
threads, and their symbolism in personal history, 
identity and narrative. Strongly influenced by her mixed 
Welsh and Iranian heritage, Leyla is interested in the 
colours, textures and patterns of both cultures, and in 
creating confluence and contrast between them. Using 
hand-drawn and hand-painted stencils to create layered 
screenprinted images, Leyla’s work explores the entwined 
stories and multi-layered experiences of mixed cultural 
identity. She is a member of Spike Print Studio in Bristol, 
UK, and can be contacted on Instagram @leyla_prints 

Steve Parsons (page 61) / Sue Vallance (page 59, 
opposite), UK. Two collaged postcards from the LCBA 
#wishiwaswhere Collage Challenge, August 2020. Page 
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