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Welcome to issue Twenty-three of The Blue Notebook

Many thanks to our writers for the articles in this issue, 
in order of appearance: 

No More Happy Ever Afters. Lyn Ashby writes about 
his time as a Siganto Research Fellow at the State Library 
of Queensland in Brisbane, Australia in 2016 and his 
thoughts on the narrative in artists' books. Artists' 
books, he concludes, present readers (and makers of 
these books) with a storyform without prescription 
or conclusion, that sidesteps the usual limitations and 
conventions of traditional narrative. In doing this, 
he suggests, they offer an honest and contemporary 
template of sensibility.

The Small Publishers Fair – A Community. The Small 
Publishers’ Fair (est. 2002) is an annual celebration of 
books by contemporary artists, poets, writers and book 
designers, held in the UK. Organiser Helen Mitchell 
reflects on the community of exhibitors and visitors that 
bring a unique identity to the event.

The Polar Tombola. Over the last seven years Nancy 
Campbell has researched Arctic cultures during 
residencies at Upernavik Museum and Ilulissat 
Kunstmuseum in Greenland and elsewhere in the region: 
My understanding of Greenlandic culture has been 
enriched by my tentative steps in learning Kalaallisut 
(West Greenlandic), designated a ‘vulnerable’ language 
in UNESCO’s Atlas of World Languages in Danger. This 
article describes some of the issues I have encountered 
while working with Greenlandic that are relevant to 
my own work as a book artist and poet, and describes 
my approach to representing the challenges facing 
contemporary Greenlandic speakers through 
The Polar Tombola, a participatory art project.

Opening Times: Carrión’s The New Art of Making Books as 
Creative Stimulus. Jim Butler of Anglia Ruskin University, 
UK considers different ideas of time and space within 
the book form. These are examined in relation to other 
artists’ books and considered in relation to creative 
stimuli for some of his own bookworks. Butler is 
particularly interested in how theoretical ideas and texts 
can be used as creative stimuli. One text he frequently 
returns to is Ulises Carrión’s 1975 essay, The New Art of 
Making Books.  

Our thanks to the artists who accepted Tom Sowden's 
invitation to contribute pages for this issue: 

Phyllida Bluemel (UK), Deirdre Pretorius (South 
Africa), Same Same Press (Leonie Bradley & Catherine 
Cartwright, UK), and Cathey Webb (UK).

Many thanks to Rebecca Weeks for the cover, badge and 
sticker designs for this issue.

Thank you, also 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) for their continual duties.

Volume 12 No.2 will be published in April 2018 as the 
Spring - Summer issue. 

We welcome your ideas for articles for future issues - 
submission guidelines can be found on our website at: 
www.bookarts.uwe.ac.uk 

The address for the online colour version of this issue is: 

www.bookarts.uwe.ac.uk/tbn/x179/488h/tbn23.pdf

And of course, many thanks to you, our readers and 
contributors for your ongoing support for The Blue 
Notebook through sending ideas for essays, articles, 
reviews and artworks, and for subscribing. 

Sarah Bodman
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No More Happy Ever Afters

Lyn Ashby

In early 2016, I was a Siganto Research Fellow at the State 
Library of Queensland in Brisbane, Australia. 
The Fellowship allowed me to look into the artists’ books 
collection in the Australian Library of Art and consider 
an issue which, despite having been the topic of enquiry 
many times before – narrative in the artist’s book – I felt 
was still open and still changing. Perhaps more than ever. 

From the start it seemed important to conceive the issue 
in terms of the capacity of the particular qualities of the 
artist’s book to make certain types of stories (or perhaps 
other communication forms) more or less possible. 
These stories (and all our different types of stories) 
are templates of sensibility that open or close doors 
in our intellectual, psychological and sensory lives. It 
became clear that my true line of enquiry concerned my 
suspicion that the artist’s book, for a variety of reasons, 
often embodies a uniquely modern template of sensibility 
that can offer access to possibilities of thinking and 
feeling that go beyond the limitations of conventional 
narrative at a time when we dearly need it.

For the purposes of this research question I inclined 
towards books that required what we might call ‘reading’ 
in its widest sense. It is clear that book sculptures and 
book objects have their own enormous value in the book 
arts world. But for the purposes of this enquiry I left 
them aside.

Behind this research, as a background measure, I tried 
to bear in mind a notion of conventional or traditional 
narrative. Perhaps this is one extreme of the narrative 
spectrum, the Hollywood version, perhaps. I thought of 
this as a progressive (or linear), cause & effect sequence 
of events with (more or less) a beginning, middle and 
end, involving plot, characters, environments, moods and 
settings, all of which tend to lead to a resolution or some 
kind of moral, social or psychological conclusion. 

But on a more abstract level we could say that narrative 
is the proposing of patterns of meaning with webs of 
significant connections. This is surely a format of being-
in-the-world that has underwritten human identity and 
purpose, both cultural and personal, to which we have 
been in thrall forever. I found it useful to remember that 
our ancient European ancestors looked into the night sky, 
and patched together meaning by associating stars that 
were actually, in many cases, millions of light years apart. 
From this, I was reminded of the pull of story, and our 
need for narrative explanation. There is a parallel here, of 
course, for many of the indigenous peoples of the world, 
and their night-sky myth-making.

Our ancestors’ constellations, the Crab, the Bull, the 
Water-bearer etc., were the front for a whole system 
of stories which helped explain everything for them: 
time, purpose, existence itself. We might regard this 
as mere ancient myth, thinking that our stories (and 
constellations) are more rational, local and personal. But 
our stories today serve a similar purpose for us and are 
just as problematic in any claim as ultimate truth.

Why is all this important? Although the answer to this is 
obvious, I had to regularly remind myself: the qualities 
of our stories, our narratives, their paradigmatic forms, 
offer possibilities (or not) in the modelling of our 
lives, inner and outer. In the face of increasing media 
exploitation, there is, it seemed to me, a greater urgency 
in considering how we wield our stories and who wields 
them. I found myself wondering if there has not been 
a debasement in our understanding or application of 
narrative in recent times. Or if it hasn’t had its time, or 
if its vocabulary hasn’t ossified, or if it hasn’t too easily 
and often been manipulated. Everything now seems to be 
‘narrative’. And when the advertising industry co-opts an 
idea, we know that some devaluation has occurred at the 
heart of that idea. 

I wondered too if we are not now subject to a widespread 
infantilisation in relation to story and narrative, as if 
we are children under the spell of the storyform always 
wanting bedtime stories to console and explain. 
This seems to be one of the roles of the media today. 

But if not narrative, then what? We use other forms to 
propose ideas, explore themes, and develop propositions 
although we seem to acknowledge and understand 
those forms to a much lesser degree. In our normal lives 
today our stories are embedded in mediums and each 
medium (artistic, cultural etc.) represents a particular 
ensemble of unique qualities that make types of story, 
or other forms, more-or-less possible. That is, different 
media can generate different types of stories, which in 
turn offer (sometimes subtly) different blueprints for our 
moral sense of who we are. One of those cultural, artistic 
mediums is, of course, the artist’s book. So what type of 
template of sensibility does the artist’s book offer?

My own strong suspicion has always been that many of 
those who are attracted to make artists’ books, (I count 
myself among them) want to not tell stories. Clearly some 
book artists do. But if my suspicion is correct many book 
artists may want to propose ideas, explore themes and 
develop propositions but they want to do these things 
beyond or without the limitations of the conventions of 
traditional storytelling. And significantly, they want to 
do this experimental and transgressive thing, (to not tell 
stories) right in the traditional home of conventional 
storytelling: the book itself. 
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This seems to be a desire to take the book and story 
(often while acknowledging the rich history and heritage 
there) into new, experimental territory. 

When we look into the particular ensemble of unique 
qualities that is the artist’s book, we begin to understand 
why this medium seems to promote such experiments. 
On the pages of artists’ books, we find a wide mix of 
components – text, image, text as image, image as text, 
book-page space itself as image and so on – and all these 
components can be juxtaposed or collaged in a mosaic 
or field form, with little obvious explanation for a single 
interpretation.1 Because of this, many of the conventional 
strategies for generating narrative meaning – linearity, 
sequentiality, hierarchy and causation – are often 
sidelined, subverted or abandoned. Instead a book might 
do its work by orchestrating a series of sensory affects. 
This changes everything: the reader’s relation to the 
material, the whole idea and expectation of narrative and 
thus the nature of reading itself. The question of how a 
work is to be comprehended often becomes the real story 
of a work. 

In this way, an artist’s book can do its work – perhaps 
to orbit or present a theme, topic or issue – without 
prescription, reduction or simple story resolution. 
I came to call this ‘open narrative’.

How does this work on the pages of artists’ books? I set 
out to explore some of these varied, unprescribed ways of 
creating coherence and meaning in artists’ books beyond 
traditional narrative form, with a special eye to the work 
of Siganto Foundation Creative Fellows who made their 
books at the State Library of Queensland in recent years.

Jan Davis was a Siganto Creative Fellow in 2014/15 for 
which she made the work Drawing on the Ground. 
An earlier work of Davis’, however, set up some useful 
and relevant ideas which this later work used and 
developed. The multiple-volume work, SOLOMON, 
about the Solomon Islands, made in 1996 (the early 
days of bubble jet printing) comprises a different small 
book for each of the letters in the name of SOLOMON2. 

Each is separate like an island but also part of a whole. 
Immediately we have a material, bibliographic metaphor 
for how we might read this work. 

Each of the books foregrounds an aspect of the work’s 
themes, suggesting different angles of approach. 
Reading SOLOMON often feels like a process of multiple 
triangulations, as if meaning is subtly being built up or 
mapped out, or, even being woven from variations of 
recurring emblematic images and word patterns, that 
appear and re-appear. These separate idea threads are 
intertwined into a fabric of meaning.

Sometimes these patterned images resonate at various 
levels, simultaneously invoking islands in the seas, songs 
and sounds sung into the physical air, and material 
patterns of cohesion and disruption in cultural space.

There are various versions of patterns of “O”s that invoke 
some of the works’ central themes. They are golden 
islands in aqua seas. They are coconuts (that with the 
palm trees, supplied most of the needs of the traditional 
peoples). And they are stacks or rows of coins, the booty 
squeezed opportunistically from the nut and the islands 
by colonisers. Visually these patterns suggest textiles, and 
we are offered literal images of woven materials as further 
metaphor for this reading process. Although in this 
weaving of words and images we sense its coherent fabric 
of meaning, such a process disallows any reduction or 
conclusion as we might find in a conventional storyform.

Davis made Drawing on the Ground as a 2015 Siganto 
Creative Fellowship, and this work occasionally addresses 
similar themes, and uses a parallel method. This quiet, 
simple (but not simplistic) book concerns the material 
organisation that goes into the physical labour required 
to live in the sometimes harsh environment of Australia, 
both for white and indigenous people alike. This order 
or organisation is sometimes visually represented by the 
order of textual / textural graphic word-weaving and 
concrete-poetic-page play, reminiscent of some pages 
of SOLOMON. And both these books, each in its way, 
offer homage to Mallarmé’s word-page inventions. 
This is just one way an artist’s book can weave or 
pattern its propositions.

Jan Davis, SOLOMON, 1995

Jan Davis, SOLOMON, 1995
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Other artists’ books do their work by invoking a sensory 
response to a particular conjunction of different materials 
or forms. Such is the case with Julie Barratt’s Blair 
Athol Recut, a work made on a 2015 Siganto Creative 
Fellowship. This work is about the displacement of an 
entire town in the late 1970s to make way for mining 
concerns. It comprises a variety of forms. There are 
two books: a large one that visually simulates the 
obliteration of the town as layout drawings, page-by-
page, disappear into an inky blackness; and a smaller 
book that documents details and feelings about the 
displacement in a more idiosyncratic way. There is also 
an audio component (the reading of a poetic response to 
the town’s displacement) and an array of small glass test 
tubes of objects each with tiny residual reminders of the 
once living town. This assortment of objects is housed in 
a fittingly tomb-like black box.

To read this work is as I imagine how it might be to 
pick through the rubble of a demolished home and its 
scattered fragments. It seems appropriate that this very 
real-world material event, the forced relocation of an 
entire town and its people, was explored by this jagged 
mix of different physical, sense objects. 
The various predictable and unpredictable feelings 
aroused by this jumble – terror, disbelief, anger, sadness, 
nostalgia – and one Julie identified as solastalgia 
(‘the psychic or existential distress brought on by 
environmental changes, such as mining’), arise in all 
directions and must cohere (or not) in some personal 
way, different for each of us.3 

Storytelling is sometimes a process of inducement into 
an experience that parallels a work’s theme or topic. 
Ana Paula Estrada made Memorandum as a 2015-16 
Siganto Creative Fellow, and about this book Ana Paula 
writes: ‘Memorandum is a book that uses photography, 
oral history and collection material to recount stories. 
It is a book about things that were remembered, 
photographs that were carefully stored and conversations 
that must never be forgotten.’4  It does indeed do these 
things and especially in the context of ageing, but it 
seems to achieve something else also. 

Its core structure is a set of sequences of photographic 
portraits that appear to capture (or represent) the actual 
moment of recollection. In their very subtle differences, 
especially in eye movements, the portraits suggest a slow-
moving, deep time and space of the act of remembering. 

John Berger suggested that story is shelter against 
oblivion, forgetfulness and everyday indifference. To 
recall stories, or moments of stories, is to create this 
shelter, the need for which Ana Paula hinted in that 
phrase, ‘conversations that must never be forgotten’. 

But I think this work is not just a shelter for preserving 
memories, but is more about the preserving, 
acknowledging, and perhaps celebrating of the actual act 
of remembering, as if remembering itself must not be 
forgotten. This subtle sequencing of portraits suggests 
the contrast of two types or movements of time. It 
presents, or simulates, the intensity of the moment of 
recollection which suggests a vertical depth, timelessness 
and presence, and contrasts this against the otherwise 
relentless, dissipative, horizontal flow of normal time. 

****

At this point in my research I rediscovered the writing 
of Jean-François Lyotard.5 Lyotard claimed that a central 
marker of a postmodern sensibility is a loss of faith in 
what he identified as ‘the grand narratives’.6  This was 
part of the great Enlightenment Project. Such grand 
(or meta-) narratives are the overarching (or underlying) 
cultural stories with which we (Europeans), for 
centuries have projected ourselves into the future. 
They propose the image of an ongoing application of 
rational knowledge and progress, leading to greater and 
greater human liberation and perhaps even some kind 
of deliverance or salvation. But the credibility of these 
collective narratives, Lyotard claimed, has collapsed. 
Sadly, he concluded, there is little evidence that such 
rational progress is the case.7

I would argue that the overall shape of such grand 
narratives (with their ideas of progression, development 
and some sense of arrival) could serve as a loose 
definition of traditional narrative itself. Thus, to lose 
faith in the grand narrative, is largely to lose faith in the 
narrative itself as a valid cultural form.

Lyotard suggested that instead of these epic narratives, 
our real stories now are small, strange, fragmented, 
personal tales with particular application and meaning.8  
He argued for a practice that returns us to ‘the individual 
little narratives’ that embrace their idiosyncratic 

Ana Paula Estrada, Memorandum, 2016
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variations and eccentricities of purpose.9 Although 
Lyotard was not talking about artists’ books with all of 
this, it seemed to me that he might well have been. 

For such a ‘micro-narrative’ might mean, for example, 
the imagining or inventing what happens in the corner 
of a barn in the Scottish countryside over an indefinite 
amount of speculative time. This is the core of the story 
in the artist’s book Chinese Whispers by Telfer Stokes 
and Helen Douglas. Or it might mean the repeated 
and contemplative inspection of documents about the 
countless varieties of clouds in the skies of planet earth. 
This is what we find in the artist’s book Cloud Studies 
by Helmut Völter. Or it might be the story that arises 
between the poetic notion of a wolfman and the musical 
experiments with letterpress print technology. This is the 
imagined and real story that arises in the artist’s book 
Execution by Ken Campbell. The examples list from the 
artists’ book archive is endless. In this way, the artist’s 
book is arguably the archetypal postmodern book. 

But our turning away from the conventional rendering of 
those grand narratives has allowed us to re-approach the 
big themes in a more personally philosophical manner. 
This potentially affords the artist’s book a tremendous 
maturity. For in some of the small, idiosyncratic stories 
in artists’ books we find a willingness to embrace the 
background uncertainty of existence, or ontological 
disquiet, that was appeased by those traditional grand 
narratives. We often even find a willingness to embrace 
uncertainty as subject matter. As I suggested, 
Julie Barratt’s Blair Athol Recut confronts some of the 
primal, personal and social questions precipitated by 
human displacement. 

Seven Conjectures on Looking for Place attempts, in a 
different way, to explore this sense of finding and having 
(or not) a place in the world. This is Clyde McGill’s work 
as a 2015 Siganto Creative Fellow. This book is essentially 
a textual work, but the text is printed with variable-sized 
wood type and its placement, spelling and orientation 
is given an eccentric, visual treatment. Attempting to 
resolve these visual and semantic puzzles seems to be 
part of what it means to look for place. 

In Conjecture#1, McGill declares ‘I am place’. 
This double-page spread seems to say: ‘I am this place, 
this texture, this expanse, this experience’. And this is 
followed, on the following pages, with ‘I live here’, and 
‘I love you’. Thereby McGill establishes from the 
outset the core equation that underpins the overall 
philosophical quest in this book: Self is Place is Life is 
Love is Place. The following conjectures expand this 
basic equation with a look into history, heroes, time 
and the imagination. 

Amid its various philosophical adventures, there is 
a powerful underlying abstract visual story running 
through this book, which is the simple sensuality of 
the textures of ink on paper. This, perhaps, is the real 
place of the quest in the title. This is an example of an 
important dimension that we often find in artists’ books: 
the immediate, sometimes visceral reading experience 
itself is the real story of the book. Such books can be 
very grounding in this way, and offer a sense of ‘arrival’, 
not in the grand-narrative moral sense, but as a return, 
or deliverance, back to the direct, material reading 
encounter. 

As examples of some of the greatest experiments in the 
history of storytelling, it seems possible to me that artists’ 
books are the evolutionary next step in reading and 
narrative. Artists’ books often offer a story kind 
(a template of sensibility) that encourages a reader 
to come out of the usual childlike enthrallment to 
traditional story and to be a more conscious and 
collaborative maker of meaning, rather than remain a 
passive consumer of story. 

Considering this model of the narrative that we find in 
the artist’s book, if narrative is what we choose to still call 
it, there may be few, simple happy-ever-afters from here 
on in. But what we get in its stead is far more rewarding. 

Lyn Ashby (PhD) is a book artist, researcher and writer. 
He has worked in teaching, photography, graphic 
design and journalism. Over the last decade he has been 
producing personal book projects which have been 
exhibited in numerous book shows and are represented 
in various private and public collections in the USA, UK, 
Europe and Australia.

www.lynashby.com

Notes

1. Elena Lamberti, “Marshall McLuhan and the 
Modernist Writers’ Legacy,” in At the Speed of Light there 
is Only Illumination, A Reappraisal of Marshall McLuhan, 
ed. John Moss and Linda M Morra, (Ottawa: University 
of Ottawa Press, 2004), 68/69

2. For more about this award-winning book, see: 
https://jandavis.com.au/2015/12/26/solomon-turns-21/

3. See Julie Barratt’s blog: http://blogs.slq.qld.gov.au/
ala/2015/07/24/blair-athol-recut/
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Clyde McGill, Seven Conjectures on Looking for Place, 2016

Detail: Clyde McGill, Seven Conjectures on Looking for Place, 2016
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4. See Ana Paula’s website: http://anapaulaphotography.
com.au/about-memorandum/

5. Jean François Lyotard was one of the major French 
philosophical thinkers to promote the ideas of 
postmodernism in the 1980s.

6. Simon Malpas, Jean-Francois Lyotard London: 
Routledge, 2003, p25

7. Lyotard proposed our “incredulity toward 
metanarratives” in Jean-Françoise Lyotard The 
Postmodern Condition: A Report on Knowledge, trans 
Geoff Bennington and Brian Massumi, Manchester: 
Manchester Uni Press, 1984, p xxiv

8. Jean-Francois Lyotard, “Answering the Question: 
What is Postmodernism?” in Peter Brooker (edit and 
introduction) Modernism/Postmodernism Harlow, 
Pearson Education Limited 1992, p140

9. Simon Malpas, Jean-Francois Lyotard London: 
Routledge, 2003, p30
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Conway Hall, London. Photo: Caspar Evans

Invitation for the Small Publishers Fair, designed each year by 
Colin Sackett of Uniformbooks. 

Interior view of the fair from the stage at the Conway Hall, London, where a themed exhibition runs in parallel with 
the fair. This year’s exhibition is Peter Foolen: Books & Editions 1987-2017. Photo: Caspar Evans



17

The Small Publishers Fair – A Community

Helen Mitchell

“There are many things still to be done with folded paper 
and twine.” Simon Cutts, Coracle, March 2012

The Small Publishers’ Fair (est. 2002) is an annual 
celebration of books by contemporary artists, poets, 
writers and book designers, held in the UK. Organiser 
Helen Mitchell reflects on the community of exhibitors 
and visitors that bring a unique identity to the event:

I’ve had an interest in small press publishing and artists’ 
books since 1987, when I worked on a catalogue of the 
Coracle Press archive that was used to sell the hundred 
plus box files of material to the Getty Foundation. 
In 2002 I visited Coracle friends and others who were 
taking part in the first Small Publisher Fair, and went on 
to attend most fairs. I was invited to run the Fair in 2012.
 
The Small Publishers Fair takes place in Conway Hall, 
London each November on the second Friday and 
Saturday. There are publisher stalls, readings and an 
exhibition. It’s a familiar model, though many of the 
new fairs that have emerged have a specific theme such 
as artists' books or poetry, or perhaps attract publishers 
mostly from a particular geographical area. 

Small Publishers Fair features books by artists, poets, 
writers, book designers, and their publishers. Participants 
come from across the UK and from further afield. The 
Fair is a well-established and well-loved event. In talking 
to both publishers and visitors the words community and 
family come up again and again. 

History 
The roots of the Fair go back to Martin Rogers and Derby 
Art College in the early 1990s. Whilst at Derby, Martin 
obtained funding to set up the Research Group for Artists 
Publications. RGAP published books, organised events 
and exhibitions, and ran the Small Publishers Fair. So the 

fair was initially subsidised but, when Martin left the art 
college, it became and it continues to be self-funding. 

The first Fair was in the Royal Festival Hall, high up on 
one of the mezzanine levels that looks over the Thames. 
There were 36 publisher stalls. Readings included the 
Liverpool poet Spike Hawkins and artistic polymath Ian 
Breakwell. In the nearby Poetry Library there was an 
exhibition “A Scintilla of Small Press Publishing” curated 
by collector John Janssen. The Fair was free to attend 
and it continues to be so. This model of stalls, readings 
and exhibition has continued. Already at this first fair, 
you can make out some key features of the fair and its 
community: high quality work, an independent spirit, a 
geographic spread, interdisciplinary work, collaboration, 
and the involvement of non-artists.

For its second year Small Publishers Fair moved to 
Conway Hall and it has stayed there ever since. It feels at 
home there and the Hall connects with this community. 
Conway Hall is a 1929 Art Deco, Grade II listed building 
in Red Lion Square, Bloomsbury. The hall is steeped 
in humanism, free-thinking and radicalism and today 
bills itself as “The landmark of London’s independent 
intellectual, political and cultural life”. 

History resonates in small, hand-crafted details 
throughout the building. The Hall feels human in scale 
and this gives a sense of intimacy. It’s not London’s 
smartest venue and sometimes has an air of the village 
hall about it which means that people from many 
communities, including that of SPF can feel that it 
belongs to them. So the Fair is not overwhelming and it 
feels possible, for a visitor or participant, to take in – or 
to ‘read’ the event with ease. 

Conway Hall’s location helps give the fair a particular 
concentration. Though just minutes from Holburn tube, 
this corner of Bloomsbury has virtually no passing trade 
so nearly everyone at the Fair has made the journey 
specially. The Fair brings an informed and motivated 
audience to a hall that in itself seems to be an expression 
of the Fair and its community’s values and vision. This is 
perhaps most clearly seen in the quote above the main 
hall stage which reads: ‘To thine own self be true’. 

Participants
Participants at the Fair are all publishers but they are 
also writers, poets, artists, illustrators and printmakers, 
academics, librarians, booksellers and dealers. Here are 
some examples – all of them Fair regulars: 

Specialist bookshops Boekie Woekie (in Amsterdam), 
and bookartbookshop, and dealer Bill Allen – who 
sells mail art, manuscripts and concrete poetry. There’s 
Uniformbooks: an imprint for the visual and literary arts, 

Conway Hall, London. Photo: Caspar Evans
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Long standing particpant of the fair Jan Voss of Boekie Woekie. Photo: Caspar Evans

Erica van Horn of Coracle, long-time supporters of and exhibitors at the fair. Photo: Caspar Evans
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cultural geography and history, music and bibliographic 
studies; Moschatel Press founded in 1973 by poet Thomas 
A. Clarke and artist Laurie Clarke; Atlas Press who 
publish classics from the avant-garde, book artist Mette 
Ambeck’s press Ambeck Design, and contemporary 
poetry publisher Shearsman Books. 

There’s a strong connection to higher education and 
research – in particular institutions with their own 
presses: Lincoln’s The Caseroom Press, Bristol’s Impact 
Press, and bookRoom from Farnham.

Publications
A broad range of publications are found at the Fair. 
There are artists’ books, poetry, novels, magazines, 
comics, journals, texts on cultural geography, critical 
theory, history, music and more. The Fair is the polar 
opposite to both mass production and the poorly 
designed poetry pamphlet. What unites participants 
is the drive to collaborate, to work across artforms, 
and to have control over the production of the book 
as the vehicle for their ideas. The detailed attention to 
production, in the presentation of original text, images 
and sometimes sound, is one of the Fair’s great pleasures. 

Visitors and a broader sense of community
Typically visitors will spend anywhere between 
three hours and the full two days browsing, talking, 
disappearing to the pub and just hanging out. Amongst 
the visitors you’ll find writers, poets, artists, publishers, 
academics, students, collectors, librarians, arts 
administrators, graphic designers and book binders. 

Poet and artist’s book publisher Jeremy Dixon of Hazard 
Press said of the Fair “it’s really open and welcoming to 
all ages, LGBT, different nationalities, and the visitors are 
often as interesting as the participants. You never know 
who you might be talking to!”.

You don’t have to be a publisher, artist or writer to feel 
part of the community here or to feel at home at the 
fair. There is a generosity that recognises and welcomes 
‘kindred spirits’ whether they’re artists or not. This 
openness enriches and helps make more sustainable 
the central creative community. The Fair’s broader 
community includes many collectors and also draws 
in academics, librarians, curators and others who get 
involved in creating bibliographies, writing books, 
fundraising or curating exhibitions. 

When I took on the Fair I brought with me a love of 
and understanding of the Fair, but also knowledge and 
experience of arts administration and marketing. 
This has strengthened the Fair, which, though essentially 
artist-led is facilitated and strengthened by the 
involvement of a non-artist.

This fair and its community is the polar opposite of the 
bestseller market or the commercial art world of say 
the Young British Artists. No-one here is making their 
fortune but people are making the work they want to, 
sustaining a life in publishing, writing or the arts, and 
finding a readership. And people aren’t overly precious 
– the fair has a DIY spirit to it that values the menial or 
repetitive as much as the cerebral. 

What does the Fair do for publishers and for this 
community?
Sales: Many of the publishers are self-funding and don’t 
go for Arts Council or other sources for funding. Small 
Publishers Fair is good for sales. The people who come 
to the fair are interested in what it has to offer and 
motivated to buy. 

Distribution, networking and meetings – the business of 
publishing. There’s always a busy exchange of books as 
publishers deliver packages to Boekie Woekie. The Fair’s 
ideal for networking and savvy publishers take advantage 
of being in London for two days to schedule meetings. 

Ideas and inspiration: the fair showcases a huge range of 
ideas, techniques and materials; and sets a benchmark for 
the sector. Stalwarts such as Coracle and Moschatel act as 
touchstones for younger and emerging presses as well as 
visitors. 

New and renewed contacts. In the photograph opposite 
(on p18) American writer and artist Erica Van Horn who 
lives in Ireland catches up with a friend from Siglio Press, 
New York State. 

A respected forum of peers – publishers often use the Fair 
as an impetus and showcase for new work. Even if they 
don’t formally launch a book at the Fair, they value the 
chance to share their work with peers.

A testing ground and launch pad for ideas: in 2014 poet 
and artist Nancy Campbell trialled a ‘Polar Tombola’ 
idea that went on to form the basis of a successful Arts 
Council application. Nancy’s publication A Book of 
Banished Words was published this year, containing 
an illustrated selection of words given to ‘The Polar 
Tombola’ during its subsequent two-year tour, with 
contributions from writers and artists including Vahni 
Capildeo, Will Eaves, Pippa Hennessy, Nasim Marie Jafry, 
Lisa Matthews, Phil Owen and Richard Price. [See Nancy 
Campbell’s article on p23 of this issue].

The Fair is a place where publishers (and visitors) come 
to see some of the people they value most in the world 
– people who share the same motivations and interests, 
who’ve chosen a similar path in life. 
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Helen Mitchell and Jeremy Dixon of Hazard Press making preparations for the fair. Photo: Caspar Evans

Visitors and exhibitors at the fair. Photo: Caspar Evans
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The image of a relay race comes to mind, with writers 
and artists passing on the baton from person to person 
and generation to generation. People are mindful of 
those whose footsteps they follow in, and value sustained 
connections over time. 

Like many of the publishers the Fair is independent and 
self-sustaining, not tied to an institution or dependent on 
funding. It brings people together across time and space 
in a venue that feels like home and is one of the means 
through which connections are first sparked, and later 
sustained – it renews and re-energises its community. 

The Fair’s sense of community can also be located in 
other ‘places’ – in books, magazines, symposia and 
exhibitions. At the Fair deaths are marked, through 
exhibitions, books and making badges. 

When fair-regular Les Colman died, publisher Mark 
Pawson made a black badge with the words ‘Les is more’ 
and distributed it to be worn by the publishers. 

The Fair is also a key place where new publishers are 
welcomed to the fold. Over the past couple of years I’ve 
introduced some new participants to the Fair always 
seeking advice from trusted colleagues. For me one 
of the pleasures is to see connections being made that 
indicate a new publisher has fitted in – Erica Van Horn 
from Coracle buying a micro-book from Hazard Press or 
Colin Sackett from Uniformbooks publishing an article 
by Longbarrow editor Brian Lewis. Meeting on Twitter 
is fine but it is meeting in person, and seeing each other’s 
work that ensures a real connection is made. 

A sustainable community 
The case can also be made that this community has 
roots that extend back further in the time than the Fair, 
or RGAP. A central figure is the poet, editor, curator, 
writer and publisher Simon Cutts of Coracle. Cutts has 
consistently nurtured community through Coracle 
Press, bookshops and galleries, magazines, exhibitions 
and writings. 

In 1976 Simon Cutts first exhibited work by SPF founder 
Martin Rogers at the Coracle gallery in Camberwell, 
London. The two went on to collaborate and discuss 
many books and other projects including the Fair. 
When Martin Rogers died, it was Cutts who coordinated 
a group of artist and writer friends to make the book 
Construction | Storage | Despatch a survey of Rogers’ work 
and an affectionate tribute. The book was launched with a 
reading at the 2015 Small Publishers Fair. 

Through Cutts and associates such as Jan Voss of Boekie 
Woekie connections exist to networks of artists and 
poets, with roots that go back to Jonathan Williams and 
Charles Olson of Black Mountain College, and to the 
European avant-garde. 

Conclusion
The Fair brings a community of people together in a 
sympathetic environment. This community embodies the 
Black Mountain commitment to interdisciplinary work, 
and an informal and collaborative spirit. The Fair doesn’t 
have competitions or prizes – despite their attraction as 
fundraisers. Instead it, and its community, is generous-
spirited and open, deeply serious yet also playful, with 
a lightness of touch that avoids pomposity and veers 
towards irreverence.  

Writing is taken seriously but so too is making books and 
exhibitions, conversation and friendship, selling books 
and connecting to a wider world. This is a community 
that has sustained itself over many decades and looks set 
to continue writing, making books and coming together 
for fairs and on-going conversations for years to come. 

Helen Mitchell is a freelancer working in the arts and 
heritage sectors. She was founder director of Norfolk’s 
open studio scheme and until recently, development 
director for The Rialto poetry magazine. She has been 
director of Small Publishers Fair since 2012 and is based 
in Norwich. 

This article was originally presented as a paper at 
Litcom 1: A Conference on Literature and Communities, 
held at the Writers’ Centre Norwich, Dragon Hall, UK 
in March 2017, funded by the Connected Communities 
programme, University of East Anglia. The Connected 
Communities Programme is led by the AHRC and the 
Leadership Fellows Professor Keri Facer, University of 
Bristol and Professor George McKay, University of East 
Anglia, UK. https://connected-communities.org

The 2017 Small Publishers Fair will take place on
Friday 10th and Saturday 11th November. 
http://smallpublishersfair.co.uk
contact@smallpublishersfair.co.uk
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Above from top: Word abandoned by the artist Hazel Grainger at The Polar 
Tombola, Small Publishers Fair, London, 2015.

Word abandoned by the writer Saradha Soobrayen at The Polar Tombola, 
The Poetry Library, London, 2016.

Word abandoned by the artist/writer Mike Nicholson at The Polar Tombola, 
Small Publishers Fair, London, 2015.
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The Polar Tombola

Nancy Campbell

Introduction  
Over the last seven years I have researched Arctic 
cultures during residencies at Upernavik Museum and 
Ilulissat Kunstmuseum in Greenland and elsewhere in 
the region. My understanding of Greenlandic culture 
has been enriched by my tentative steps in learning 
Kalaallisut (West Greenlandic), designated a ‘vulnerable’ 
language in UNESCO’s Atlas of World Languages in 
Danger. This article describes some of the issues I have 
encountered while working with Greenlandic that are 
relevant to my own work as a book artist and poet, and 
describes my approach to representing the challenges 
facing contemporary Greenlandic speakers through 
The Polar Tombola, a participatory art project. 

The Polar Tombola was designed to make these obscure, 
but urgent, geopolitical and linguistic issues immediately 
accessible to the general public in an entertaining and 
memorable way.

A brief linguistics lesson
The Arctic is commonly represented in the media as a 
place of dramatic environmental change, but cultural 
change is also influencing the character of the region. 
Traditionally, most Arctic nations have an oral rather 
than written ‘literature’ and the transmission of songs 
and stories from one generation to the next lies at the 
heart of cultural practice. Yet such performances of 
creative works of verbal art are increasingly endangered. 
Print culture was introduced to Greenland in the late 
eighteenth century by missionaries, who imported 
printing presses from Denmark to publish dictionaries, 
biblical translations, and a national newspaper.1 Today, in 
the Arctic as in many other places, print has been largely 
replaced by digital communications apparently more 
appropriate for an era of globalisation. 

All these changes have had a significant effect on the 
languages which are used in centres of power, and 
indeed whether some languages are used at all: since 
the 1800s, 21 indigenous Arctic languages have become 
extinct, and more are being added to the list year by 
year. UNESCO’s Atlas of World Languages in Danger2 
charts languages at different levels of concern: first 
vulnerable, then endangered, and finally extinct. West 
Greenlandic (Kalaallisut), the official national language 
of Greenland, is one of those vulnerable languages, with 
50,000 speakers. North Greenlandic (Avanersuaq, 1,000 
speakers) and East Greenlandic (Tunumiit oraasiat, 3,000 
speakers) are endangered. Other Greenlandic dialects, 
such as Qavak, are already extinct. 

The importance of indigenous Arctic languages is 
recognised by people across the region and the wider 
world. Arctic languages contain traditional knowledge 
(TK) of the environment which has been passed down 
through generations. Once the Intergovernmental Panel 
on Climate Change relied on information from peer-
reviewed scientific studies, and largely excluded TK as 
a source of information for its reports. But now there’s 
a growing recognition from international scientists that 
TK can provide valuable insights – and indeed that it’s 
particularly useful in ‘remote’ locations where there are 
no other means of observation.3

Artistic responses
When I began to read about these issues, I wondered 
how future scientists would study the Arctic ecosystem 
without access to specialist vocabularies. As a writer, I 
wondered what happens to an individual’s experience of 
the world when their language begins to disappear. And 
as a book artist, I wondered about the role that print had 
played in the changing culture, and whether print itself 
could be used to raise awareness of endangered languages 
outside the Arctic.

My interest in this topic brought me into contact with the 
World Oral Literature Project (WOLP), ‘an urgent global 
initiative to document and make accessible endangered 
oral literatures before they disappear without record’ 
(WOLP, 2017).4 I found WOLP’s research extremely 
interesting, not least the awareness that the making 
of a record (whether using microphone or pencil) is a 
controversial act: does it document words for posterity, 
or fossilise them? Does the external researcher jeopardise 
the ‘oral’ status of the tradition they are recording?5 
Because of my own work, I have an interest in the 
making of records, and what the lack of records might 
mean, and of course I question, with every project, 
whether it is desirable to make the record at all. Print 
had always seemed to me to be a guarantee of continuity 
and – to some degree – authority, whereas I saw speech 
as temporal and forgettable. I had not read very much 
on oral literatures before I saw this was a simplistic and 
partisan approach. The modest overlap between the 
themes of my work and that of WOLP, between 
words on paper and oral literatures, seemed worth 
exploring further. 

I discovered that other artists had addressed the subject 
of endangered languages, for example Susan Hiller, in The 
Last Silent Movie (2007), and more recently Lena Herzog 
in the multimedia installation Last Whispers (Oratorio 
for Vanished Voices, Collapsing Universes and a Fallen 
Tree).6  Beyond the fine art world, digital media is being 
used to spread the message about endangered languages: 
for example My Grandmother’s Lingo (2016) a beautiful 
animated film which invites viewers to participate in 
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Above: Nancy Campbell with The Polar Tombola at The Polar Museum, Cambridge, 2016.

Below left: Small egg vase (1997) Wanders, Marcel, born 1963 (designer); Rosenthal AG 
(maker). Porcelain. Museum number: C.131-2009 © Victoria and Albert Museum. 
Below right: The Polar Tombola drum.
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saving the endangered Marra language now spoken 
by only a few people in the remote East Arnhem Land 
community of Ngukurr in northern Australia.7

Although as a writer and book artist, language is first 
of all material for me, I wanted to move away from the 
printed page to address this topic. I decided to develop a 
way of spreading the word about endangered languages 
that took the issue beyond the book into performance. 
Yet it turned out to be impossible for me to abandon 
print completely, and this tension between the printed 
and spoken word lay at the heart of The Polar Tombola.

Making The Polar Tombola
Tombola has its origins in the cold, dark months of the 
year. The game (which draws its name from the word 
tombolare, to tumble or turn a somersault) is based on 
the raffle played by Italian families at Christmas, with 
symbolic prizes and candied peel. The Polar Tombola is 
likewise a game of chance, one that turns expectations 
upside-down, as participants are invited to pick a 
Greenlandic word from a drum, and discover its meaning 
by looking it up in a dictionary, then leave a word behind 
which they promise to ‘abandon’ and never use again. 
(Their performance is rewarded with a Fox’s Glacier Mint 
rather than the traditional preserved Mediterranean 
fruit.)

The opportunity for the first Polar Tombola came 
when Helen Mitchell, director of Small Publishers Fair, 
commissioned a live work to accompany my exhibition 
in 2015. Mitchell described the venue, Conway Hall, 
as something of a ‘village hall for London’,8 and with 
that in mind I aimed to combine a polar aesthetic with 
the atmosphere of a village fête. I wanted the Tombola 
to look fun and inviting to prospective players. (This 
also reflected my experience of low-fi, home-made and 
unpretentious community entertainments in Greenland, 
such as the giant barrel full of sweets hung from the 
rafters on St Valentine’s Day, beaten with sticks until its 
contents fall onto the players below.) I kept production 
modest, using letterpress printing, hand-made bunting 
and hand-drawn signage. 

Designing the drum which would contain the cards 
with Greenlandic words on was more complex. 
Initially I considered using a globe, since endangered 
languages are a worldwide issue. Discarding this idea, 
I researched vessels in the V&A Ceramics department: 
from nineteenth-century tableware made in the shape 
of swans, cauliflowers and asparagus, to more recent 
porcelain works: a beautiful moon jar by Young Sook 
Park9 and a vase cast from hard-boiled eggs held together 
in a latex condom, designed by Marcel Wanders.10 
I was inspired by Kwang-young Chun’s Aggregation10-
SE032RED (2010), a work composed of many hundreds 

of pieces of Styrofoam, individually wrapped in pages 
of books printed on hanji paper. The surface is full of 
cracks and imperfections, so the viewer can’t make out 
the original meaning of the texts. A curator writes: ‘These 
complex defects symbolize the difficult history of Korea, 
but the strong paper reflects the resilience of the Korean 
people.’11 I liked the idea of taking apart a printed object, 
which reflected my intended movement from page to 
performance – and the hanji paper brought to mind a 
less sophisticated technique than ceramic, which I had 
last used in childhood: papier-mâché.

Constructing an object from papier-mâché takes 
several days, as thin strips of newspaper are dipped in 
an adhesive and laid over each other in a rough wove. 
There is drying time between each application, and then 
a number of coats of paint to obscure any trace of news. 
While I constructed the two hemispheres of the drum I 
had opportunity to reflect on the process. Current news 
stories disappeared under layers of paper and a film of 
glue. The slow formation of the container reminded 
me of the way ice crystals gradually accrete, eventually 
becoming a solid mass over Arctic sea water. I thought 
of the Greenlandic words the container would hold. 
One of these, amissaq, has the definition: ‘boat skin, fish 
skin used for straining coffee’. Once the final skin/layer 
was dry the whole ensemble was packed into a suitcase. 
The Polar Tombola was ready for its first event.

How it works – Part I
I invite each player to take a card from the drum, 
and read the single Greenlandic word printed on it. 
Everyone is curious to discover the meaning of the 
unfamiliar word. Luckily I have an old Greenlandic-
English dictionary to hand. The words often referred 
to mark-making itself, or mood, or the environment, 
for example kagdleq (‘thunder’), karnalak (‘reindeer 
which is shedding its hairs’), and ikiarôrpoq (‘the sun or 
moon shines through the clouds’). There were strange 
synchronicities: one couple picked two words that could 
be seen as a pair: the woman angavoq (‘to be depressed, 
to hang one’s head’), the man kingippoq (‘to stand up tall’) 
(Schultz Lorentzen, 1927: passim). 

Browsing a print dictionary is a relatively rare experience 
for many people today. Most players seemed to enjoy 
it, so I encouraged them to take their time, stopping to 
consider any other words that intrigued them. In the 
process, they acquired at least one word of Greenlandic, 
and an appreciation of the wider culture presented in 
the vocabulary. The dictionary consultation was often 
longer than expected for another reason too. The order of 
letters in the Greenlandic alphabet differs from English: 
‘q’ comes before ‘k’. Added to this, the dictionary arranges 
words in sub-sections from each root word, almost 
imperceptibly signalled in this volume by variation in 
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Stacks of cut cards ready to go into The Polar Tombola drum.
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font size. This makes it hard for new learners to use. 
Occasionally the word-hunt threatens to become an 
endurance work. By the time a player finds their word 
they may have already decided the game is a hoax. 
The slight discomfort that is generated on such occasions 
is picked up again in the second half of the game.

How it works – Part II
While the first part of the game is a variation on the 
traditional Italian tombola, the second draws on my 
interest in erasure and the constraint-driven writing 
practices favoured by Oulipo. It expands on my earlier 
work proviso, in which I left an English word behind 
in Greenland, vowing never to use it again.12 I tell each 
player that in exchange for the Greenlandic word they 
have just taken, I am going to request a word from them. 
‘If you had to lose a word from your own language,’ I 
ask, ‘what would it be?’ As though making a linguistic 
customs declaration, the player is given a pre-printed 
form on which to write their abandoned word for the 
last time. There is no going back: each renunciation is a 
binding contract, as their signature on the card attests. 
The intention is to create empathy with those facing 
actual language loss.

Some people are only too glad to surrender words 
that have negative connotations – whether these 
are commonly understood (in the case of ‘war’ and 
‘hate’) or distinctly personal (‘compass’) – but it’s a big 
commitment, and others decide not to play along. 
I certainly give away more Greenlandic words than I 
claim abandoned ones. While I’m secretly pleased that 
people want to break the rules, the notion of exchange is 
important to me. A few weeks after the first performance, 
reading 60 Degrees North by Malachy Tallack, I realise 
why. Tallack writes of the ‘gratitude and propitiation’ that 
Arctic hunters exercise in relation to nature (Tallack, 
2015: 43). One practice that springs to mind is the 
tradition by which an Inuit hunter who has caught a seal 
will place a lump of ice in their own mouth, allowing 
the ice to melt so that the water drops into the mouth of 
the dead seal. The intention is that the seal’s soul will be 
appeased and will return to the world for another drink. 
Surely balance and respect is as important in language 
as in the natural world? After all, the elements of all 
languages can be seen as a form of exchange: the signifier 
for the signified.

The words people leave at the Tombola represent deeply-
felt political ideologies (from ‘right-wing’ to ‘Daesh’), 
personal histories and aesthetic preferences. Some words 
appear on account of their overuse (the ubiquitous ‘like’ 
in English) or lack of style (‘gusset’ and other unpleasant-
sounding words). There are pretentious words overused 
on artists’ statements, such as ‘liminal’ and ‘iconic’. 
Words representing unpopular new educational policies. 

Punctilious players asked, ‘Can you have something as a 
verb and not as a noun?’

• One woman left her name.
• One woman (whose first language was not English) 
left a word she says as she’s falling asleep, ‘aiai’. It meant 
nothing, she declared: it annoys her, and is a habit she’d 
like to break. 
• One woman left the word for ‘loneliness’ in Korean.
• One woman left the word for ‘failure’ in Thai.
• One woman left a word which she elliptically described 
as a ‘sort of specific kind of man’ in Mandarin.
• Someone left ‘war’.
• A conservationist who works with eels left the word 
‘panda’.
• A printer left ‘bespoke’.
• Another printer left ‘giclée’.
• Someone left the word ‘hipster’.
• Fittingly, one woman left the word for ‘a remembered 
(but unheard) voice (as in one who is dead)’ in Farsi. 

The abandoned word did not need to be related in 
meaning to the word originally received from the 
Tombola, but some people chose to keep a connection: 
artist Steve Perfect picked out the Greenlandic word 
kaggsuk (‘bits of ice drifting in the sea’) and decided 
to give up ‘ice cube’. He later tells me he has been 
introducing bartenders around London to Greenlandic. 

While The Polar Tombola with its brief exchanges 
inevitably took a light-hearted approach to the linguistic 
challenges facing the Arctic, I was glad to see such 
enthusiastic public engagement. Since many people 
don’t even know where Greenland is before they play, 
the project provided a crash course in culture and 
language. I found that players were captivated by their 
brief interaction with the dictionary, astonished by the 
complex vocabulary, and eager to learn more. 

A Book of Banished Words
At each event,13 the wall behind The Polar Tombola filled 
up with abandoned words. During the final performance 
at Bristol Artists Book Event a seven-year-old child gave 
up the word ‘Brexit’. I thought ruefully back to the first 
event in 2015 when Brexit was barely conceivable, and 
Trump was still a TV personality. So many political and 
social neologisms had entered the English dictionary 
since then, coinages such as ‘alt-facts’ and ‘post-truth’ 
(the latter named the Oxford English Dictionary’s ‘Word 
of the Year’ for 2016).14 Had the relevance of The Polar 
Tombola changed during a period of escalating concern 
about freedom of expression? Had the focus shifted from 
linguistic extinction to the issue of censorship? 
‘I’m not giving away a word,’ a few players said warily. 
‘I don’t have enough as it is.’
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The Polar Tombola at Small Publishers Fair, London 2015. © Caspar Evans/Small Publishers Fair
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Given such concerns, I felt responsible for the words 
that were left at the Tombola, and decided to house 
them in a new publication. A selection of 100 cards were 
photographed. The images in The Polar Tombola: 
A Book of Banished Words preserve players’ idiosyncratic 
handwriting, the occasional spelling mistakes and 
crossings-out. While the abandoned words randomly 
pinned to the wall at events had resembled a digital word 
cloud, now I needed to decide on a linear sequence. The 
final sequence was edited only to remove any apparently 
intentional links, leaving the reader free to make their 
own connections. Artist Graham Wade describes this 
passive editorial stance, in his discussion of a public 
artwork in the form of a hyakuin renga word-map 
organised with Alec Finlay. Wade wrote [my italics]: 
‘Alec calls the form “shared consciousness”. This is a key 
principle of writing renga verses, link and shift. You link 
to the previous verse but shift away entirely from the 
one before that, purposefully denying any Western will 
to narrative.’ (Wade and Finlay, 2007: 115). A Book of 
Banished Words opened with the word ‘strict’, contributed 
by artist Linda Newington, and moves through 
‘blame’ (Chris McCabe), ‘boring’ (Rachel Marsh) and 
‘entrepreneurial’ (Hazard Press), ending at last with poet 
Saradha Soobrayen’s bold choice: ‘tomorrow’.  

Many players had told me the story that lay behind their 
abandoned word. To evoke this in A Book of Banished 
Words I commissioned several texts on language loss. 
Some writers used the commission to explore issues of 
linguistic politics close to home: writer and musician 
Phil Owen chose to ditch the word ‘dissever’, used 
in a nineteenth-century English report to justify the 
suppression of the Welsh language in schools (Reports, 
1848: II, 9, 66). Others took the commission into 
scientific territory: Nasim Marie Jafry chose to eradicate 
the word ‘Coxsackie’, but not before exploring how this 
Algonquin term meaning ‘the hoot of an owl’ mutated 
over time, becoming the name of a small US town, and 
then of a life-changing virus. Poet Vahni Capildeo took a 
more scatological approach, banning ‘bullshit’. Capildeo, 
with a PhD in Old Norse, is no stranger to obsolete 
languages, and astutely used her text to question ‘how 
to “lose” or “abandon” a word? Put it in jail, throw away 
the key? Then in every reference book or text block, an 
opaque rectangle shining where it used to be…’

My desire to publish a book that would provide a 
key to these opaque rectangles – and document the 
performance that initiated them – demonstrated that, 
even post-Tombola, I remained a captive of print culture.

The Last Card
To ensure the abandoned words were not lost in turn by 
me, I arranged for The Polar Tombola archive to be safely 
housed in a national collection. But before I delivered it 

to its new home, there was one more performance to do.
The final act of The Polar Tombola was a modest event, 
but no less dramatic than those that had preceded it. 
A friend had bid for a one-to-one session through my 
crowdfunding campaign, and so, one Friday evening, 
I set up the Tombola at her house. She picked out qitaseq 
(‘a dancing tune’) and was delighted by its optimism. 
Then she gave up a word that she’d given significant 
thought to. She hoped it would simplify some of the 
complications in her life. Then it was all over – or was it? 

‘Have you got many words left?’ she asked. 
‘Yes,’ I said, ‘hundreds. I printed more than I ever gave 
away…’
‘Well,’ she said. ‘Would you mind if I picked a word for 
my imaginary pet sloth?’

How could I refuse? I presented the drum once again, 
its white papier-mâché sides now somewhat dented 
by its travels around the UK. She rummaged carefully, 
determined to pick out an auspicious card. 
She drew one out blank side up, flipped it over and – 
gasped. It was blank on both sides. An opaque rectangle 
for an invisible, soundless animal. The oracular Tombola 
had struck again. 

Nancy Campbell is a writer and book artist. 
Her poetry collection Disko Bay, begun during a 
residency at Upernavik Museum, Greenland, was 
shortlisted for the Forward Prizes 2016 and an artist’s 
book How To Say ‘I Love You’ In Greenlandic: An Arctic 
Alphabet received a Birgit Skiöld Award in 2013. 
She is writing a book about ice which will be published 
by Simon & Schuster in 2018. www.nancycampbell.co.uk

Notes

1. For the introduction of letterpress printing to 
Greenland, see Oldendow, C., The Spread of Printing. 
Western Hemisphere. Greenland (Amsterdam: Vangendt 
& Co., 1969), pp. 46–57.

2. Atlas of World Languages in Danger, UNESCO, http://
www.unesco.org/languages-atlas/ (accessed 2 May 2017).

3. See, for example, ‘Linking Indigenous and Scientific 
Knowledge of Climate Change’, Alexander, C. et al. 
BioScience, Vol. 61, No. 6 (June 2011), pp. 477–84, Oxford 
University Press on behalf of the American Institute of 
Biological Sciences.

4. World Oral Literature Project, 
http://www.oralliterature.org/ (accessed 2 May 2017). 
The activities of the Endangered Language Alliance in 
New York cover similar ground.
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5. See Oral Literature in the Digital Age: Archiving Orality 
and Connecting with Communities, Turin, M., Wheeler, 
C. and Wilkinson, E. (2013) Open Book Publishers, 
Cambridge, ISBN 9781909254305.

6. Exhibited in the British Museum, 21–23 October 2016. 
https://www.soas.ac.uk/news/newsitem114328.html 
(accessed 2 May 2017).

7. Available at: https://www.sbs.com.au/
mygrandmotherslingo/ (accessed 2 May 2017).

8. Helen Mitchell, email to Nancy Campbell, 
25 November 2015.

9. White porcelain jar (c.2008), Museum no. FE.115-2009 
http://collections.vam.ac.uk/item/O1140848/white-
porcelain-jar-jar-park-young-sook (accessed 2 May 
2017).

10. Small egg vase (1997), Museum no. C.131-2009 http://
collections.vam.ac.uk/item/O1135366/small-egg-vase-
small-egg-vase-wanders-marcel/ (accessed 2 May 2017).

11. See images at ‘Latest acquisition funded by 
Samsung...’ Kim, R. (2013) http://www.vam.ac.uk/blog/
network/aggregation10-se032red (accessed 3 May 2017).

12. See Bodman, S., ‘Artists’ Books #3: Proviso by Nancy 
Campbell’, https://www.a-n.co.uk/news/artists-books-3-
proviso-by-nancy-campbell (accessed 2 May 2017).

13. The initial performance of The Polar Tombola at Small 
Publishers Fair, London (5 and 6 November 2015) was 
followed by events at BALTIC Centre for Contemporary 
Art, Gateshead (18 June 2016); The Poetry Library, 
Southbank Centre, London (16 October 2016); The Polar 
Museum, Cambridge (29 October 2016); World Museum, 
Liverpool (20 November 2016) and Bristol Artist's Book 
Event at Arnolfini (2 April 2017). The 2016–2017 events 
were supported by Grants for the Arts through Arts 
Council England. 

14. See https://www.theguardian.com/books/2017/
jan/30/oxford-dictionary-donald-trump-neologisms 
(accessed 2 May 2017).
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Opening Times: Carrión’s 'The New Art of Making Books' 
as Creative Stimulus

Jim Butler

As a visual artist and an academic I am particularly 
interested in how theoretical ideas and texts can be used 
as creative stimuli. One text I frequently return to is 
Ulises Carrión’s 1975 essay, The New Art of Making Books. 
Carrión, a creator, curator and archivist of artists’ books, 
was at the forefront of those attempting to establish a 
theory of artists’ books in the 1970s and 1980s. What 
particularly draws me to Carrión’s work is the directness 
of his writing: more manifesto for action than nuanced 
argument. As the philosopher Anne Moeglin-Delcroix, 
(Carrión, 2008: 107) has noted in her introduction to 
Carrión’s essays, Carrión “is less interested in convincing 
the reader by the precision of his analysis, or the logic of 
his demonstration, than in winning him over through a 
compelling series of assertions and often lapidary, even 
provocative propositions.” 

In the essay Carrión proposes that “to make a book is to 
actualise its ideal space-time sequence by means of the 
creation of a parallel sequence of signs” (Carrión, 2008: 
131). I will be examining different ideas of time and 
space within the book form. I will be looking at these in 
relation to different artists’ books and considering how 
these ideas have acted as creative stimuli for some of 
my own bookworks.

The New Art of Making Books begins “A book is a 
sequence of spaces. Each of these spaces is perceived 
at a different moment – a book is also a sequence of 
moments” (Carrión, 2008: 129). The spaces in question 
are the double page spreads or openings of a book. 
In this essay, Carrión never really examines the duration 
of the moments or indeed the nature of the space-time 
relationship. Where he does elaborate on time, Carrión’s 
moments refer to the time spent perceiving, or reading 
a particular opening. In what he calls “the old art”, this 
equates to the number of words (efficiently and boringly 
arranged) on the pages. For this reason, “in the old art, 
to read the last page takes as much time as to read the 
first one” (Carrión, 2008: 147). His new art requires the 
reader to adopt a different relationship to the words and 
their arrangement in space; he cites concrete poetry 
as one manifestation of the new art. Carrión’s focus in 
both the new and old arts is the arrangement of words 
on the page and he commented wistfully that although 
he was addressing a literary audience when he wrote 
his essay, the main response to his text had been from 
artists (Carrión, 2008: 131). I find this unsurprising as 
the consideration of space is central to image–making. 
Accordingly, I wish to move away from words and 
consider how a space-time relationship might be 

realised in a visual bookwork. I also want to see if other 
ideas of time, beyond a reading time, might be worth 
consideration. 

In Time and Narrative, Paul Ricoeur refers to different 
notions of time in relation to narrative: the time of the 
narration - the reading time; and the narrated time - 
the fictional passage of time (Onega and Garcia Landa, 
1996: 130). These two times operate independently of 
each other and for Ricoeur it is the interaction between 
these two different times that is at the heart of any 
narrative: “Tempo and rhythm thus enrich, in the course 
of the same work, the variations of the relative lengths of 
the time of the narration and the narrated time” (Onega 
and Garcia Landa, 1996: 132). Ricoeur’s time of the 
narration is similar to the reading time of Carrión’s old 
art: “What we are measuring….  is a chronological time, 
equivalent to pages and lines in a published work… It is 
by no means a question of the time taken to compose the 
work. To what is that time equivalent? To a conventional 
time of reading that is hard to distinguish from the 
variable time of actual reading.” (Onega and Garcia 
Landa,1996: 131) 

With visual imagery it is difficult to establish such 
a conventional time of reading – there is no simple 
equivalent of the word count for pictures and I will 
discuss ideas around reading time later on. The time 
taken to compose the work is more interesting to start 
with: whereas this is usually invisible in a published 
text-based work, this time is much more explicitly 
embodied in visual work. I am particularly interested in 
its implications for photographic and drawn imagery.

In photographic imagery, notwithstanding the time 
taken to prepare a shot, if we consider this embodied 
time, the fraction of a second of exposure allows the 
resulting visual content to be both instantaneous 
and simultaneous. This gives us defined moment in 
(narrative) time, whether we decide to call it Cartier-
Bresson’s “decisive moment”1 or regard it in the past 
tense of Barthes ‘this-has-been”2 (Barthes, 1993: p77), 
evidence that an event occurred at a particular moment. 
In a photographic bookwork, the moment of the 
photograph is typically presented in tact and the passage 
of time introduced through the spatial and sequential 
arrangement of photographs or the use of anchoring 
texts. The conventions of white space or gutters can be 
understood not only to separate images spatially but 
also temporally. 

A good example of how this might work is John 
Baldessari’s 1975 work, Four Events and Reactions. 
In this work four “events” are each documented through 
a sequence of six black and white photographs. These 
are printed full bleed and comprise the left hand side 
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of each opening. On the right hand side is a close up 
photograph of a woman’s face, also full bleed. There is no 
gutter, implying that the event depicted and its reaction is 
simultaneous on each opening. The narrative moment of 
the double-page is a fraction of a second while the main 
passage of time in each sequence occurs at the turning of 
the page. No text accompanies the photographs, but the 
book’s title anchors the sequences and a list of the events, 
putting a finger in milk, touching a cactus, putting out a 
cigarette, pushing plate off a table, provide an overarching 
narrative duration for the sequences and by implication, 
the page turns. If we consider here Ricoeur’s conjunction/ 
disjunction between the time it takes to narrate and 
the narrated time, an inverse relationship emerges: the 
instantaneous in narrative time is afforded the majority 
time of narrating (and viewing); the passage of narrative 
time for each of the events given merely the time of a 
few page turns, its space, a few page thicknesses. Such a 
relationship is typical of photographic bookworks.

An interesting example of how the embodied time of 
the photograph might itself be explored can be found in 
Katrien de Blauwer’s work. In Inappropriate Repetitions, 
she uses found black and white photographs. Each page 
comprises a single rectangular panel surrounded by 
white space. The rectangular panel consists of a support, 
typically distressed paper on which photographic images 
are mounted. By cropping and combining photos on a 
support, the simultaneity of the photographic moment 
is being disrupted. The support appears to play the role 
of uniting the photographs into a new narrative event, 
but with separate narrative times: the time the taking of 
each of the photographs (obviously separate and in the 
past), and the time of the narrating of the event (also in 
the past, connoted by the aged and worn materials of 
the supports, but later than the photographic moments). 
Because some photographs are arranged vertically 
and others horizontally, the temporal ordering of the 
photos is ambiguous. In the main, the shapes of the two 
compositional shapes on the openings echo each other, 
while almost always changing once you turn the page. 
This seems to me to invite the reader to pair up the 
opposing pages. The only texts in this work are the title 
and the colophon, neither of which provides temporal 
anchorage. Writing about a later book of de Blauwer’s 
collages, I do not want to disappear silently into the night, 
Giuliana Prucca discusses how the images embody 
the time of creation: “KDB’s [Katherine de Blauwer] 
work calls to mind the techniques of <photomontage> 
or <film editing>. Her collages are like <still images> 
that preserve nevertheless their filmic <vibration>… 
KDB’s work combines the <patience>, <attention> and 
<time> required for the choice of the materials and 
the <movement> that results from the act of cutting” 
(Prucca, 2014: 1).

By comparison with a photograph, a drawing is 
created over time so that no two lines or marks 
are simultaneously created in the same sense as a 
photograph. This means that although the viewer 
perceives the drawing and all the marks simultaneously, 
this is not how they have been made: Marks and lines 
are drawn sequentially, often in response to the marks 
already on the paper. Drawings evolve in time. The marks 
themselves can also be said to have a duration: It takes 
a certain amount of time to draw a line or make a mark. 
This idea is explicitly explored in Gabrielle Schmidt-
Heins’ work from 1980, Stundenbuch 12 mal 5 Minuten. 
This book comprises twelve openings as follows: 
The left hand page is always blank while the right hand 
page always has the following, all in red ink: “5 Minuten” 
printed top left, five rows of 60 had drawn vertical lines 
and bottom left a hand written time, for example 4’41”. 
This hand written time represents the time recorded by 
a stop watch while Schmidt-Heins attempt to draw the 
three hundred vertical lines, one per second.

Though not as austere in its method, 18 Minutes at 
Manchester Piccadilly is a personal work that explores 
the idea of the time spent making a drawing. The work 
takes as its starting point the idea that a train station is 
a location calibrated by the minute; trains arriving and 
departing at otherwise unused times such as twenty-
three minutes past or fourteen minutes to the hour. As 
an initial experiment, I took a series of photographs 
containing a platform clock at 1-minute intervals. 
These were arranged sequentially in a book, one per 
page, surrounded by white space. The photographs gave 
evidence of the passing of time by depicting instants 
separated by minutes. The narrative duration of each 
opening thus became 2 minutes. If the photograph on 
the right hand page of each opening was removed, the 
narrative duration of the opening remained the same 
as the interval to the photograph on the next opening, 
as 2 minutes. The white space of the opening had thus 
acquired a duration of 2 minutes (minus the instant 
of the photograph). Clearly it was the authority of the 
photographed clock that was giving the opening its 
duration. I then removed the remaining photographs 
and set about trying to re-establish a narrative duration 
of 2 minutes on each opening. For this I employed the 
idea that drawing is a time-based activity and developed 
a visual language from a series of timed drawings on 
location. In the final bookwork, there are nine main 
openings, each corresponding to a narrative time of two 
minutes. The pages are screenprinted, with fragmentary 
imagery and text. There are no formal gutters and 
each opening is designed to suggest a collaged 
drawing which could have been made in two minutes. 
Anchorage is provided by the times contained in station 
announcements and by the clockwise circular movement 
of the printed coffee ring which moves in two minute 
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intervals. There is no intention here to present a facsimile 
of a series of timed drawings – the coffee rings attest 
to the conscious design and structuring of the overall 
bookwork.

Both of these works have a one-to-one correspondence 
between the narrative time and the time embodied in the 
drawing. Is it possible to say anything about the reading 
time? Schmidt-Heins’ work has each exactly the same 
amount of visual information on each page, but this does 
not imply that the ideal reader will spend exactly the 
same amount of time on each page. Carrión states that 
unlike in the old art, where the reader must read every 
word to understand what is happening, “In the new art 
reading rhythm changes, quickens, speeds up. In order 
to understand and to appreciate a book of the old art, 
it is necessary to read it thoroughly. In the new art you 
often do NOT need to read the whole book. The reading 
may stop at the very moment when you have understood 
the total structure of the book” (Carrión, 2008: 148). His 
central argument here is that understanding comes from 
the book as a structured object rather than from text 
contained within a book.

Following a strict one-to-one correspondence between 
the narrative time and the time embodied its creation has 
a limiting effect on the total narrative time or duration of 
the book. A longer narrative duration is often suggested 
by the use of dates to anchor certain events. An example 
from Ian Breakwell’s diary works is his 10 Diary Pages 
1969-82. Though unbound, Carrión would certainly 
have included it within his definition of a bookwork as 
“a coherent series of pages” (Carrión, 2008: 155). 
In Breakwell’s work the use of dates on each page implies 
that each visual event is associated with a different day. 
There is no necessary correspondence between the 
narrative time and the time embodied in the image. 
What becomes interesting is that while the page 
represents a day, the varying use of single photographs, 
multiple photographs, drawings and text means that the 
visual density and narrative duration of the event within 
these days is different. Breakwell has written about his 
process and the time he is representing: 

Sometimes I work in retrospect - i.e. I may make 
notes, sketches, negatives, in February which are then 
worked on and finally realised in July. And the Diary 
shuttles backwards and forwards in time up to the 
present moment. Memory images abound. I may see 
or hear something today which brings back a memory 
from years ago, or which relates back to a previous 
episode recorded in the Diary (thus the Diary feeds 
and grows on itself). This is not clock time, it is 
'personal time'. (Reynolds [online])

This use of consistent space (page / double page) 
to correspond to a consistent time period, but then 
presenting a variable density of content is an idea 
I explored in A.M.D.G. This book reflects on the 
experience of a childhood friendship over a twenty-year 
period. The friendship was intense for many years but 
gradually fading; meeting up as a memory of friendship. 
In the book dates are embedded within the images so 
that the space of each double page defines a year. 
The content varies according to the richness of the 
experience of that year and indeed its emotional 
duration. There is an explicitly tactile element to the 
reading experience – the codex is designed to be 
manipulated by hand: its size directly related to the size 
of the hand, dictating how it is held; its pages turned 
by hand. In A.M.D.G I wanted to explore the reader’s 
tactile experience of the page through the way in which 
the images are printed on the page. When an intaglio 
plate is printed, the complete plate makes an embossed 
impression on the page. The etched lines of the intaglio 
plate by contrast are slightly raised from the paper. 
This invites the reader to explore the page surface by 
running his finger across these ridges and indents. 
With screenprinting, the ink sits flatly on the page 
surface; there is no tactile pleasure to be experienced. 
These properties are central to the way in which the book 
is structured:  where etching has been used, the pages 
are richly embossed and these are the years when the 
friendship was developing and growing. This contrasts 
with the flat, screenprinted surface of the later pages. 
This aims not only to act metaphorically but also to invite 
the reader to vary their speed by using their sense of 
touch. The speed of the reading becomes part of the way 
of understanding the book. Carrión states that “In order 
to read the new art one must apprehend the book as a 
structure, identifying the elements and understanding 
their function” (Carrión, 2008: 147). In visual bookworks 
it is possible to use the tactile experience of the page and 
the time embodied in an image as elements which have 
a temporal function. These can be varied and contrasted 
with narrative time to enrich the reading process. 

While the example above suggests that the visual 
richness of the page might speed up or slow down a 
reader, establishing a conventional time of reading for 
a visual book is elusive. Within the Western writing 
system reading begins in the top left corner of the left 
and follows a strict order until the bottom right corner 
of the far page is reached, resulting in a clear point 
of completion. The turning of the page is a literal act 
of closure on the completed text. No such point of 
completion exists when reading visual imagery. 
This is an idea I am exploring in a current project Open 
Ended, due to be published later in 2017. The book 
consists of double pages of abstract black and red shapes. 
Each double page also includes a page of tracing paper 
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with printed shapes which can sit over either page, 
altering the overall composition of the opening. Neither 
position of the tracing paper over the double page is 
privileged and the book is designed so that it can be 
started from either end, with the orientation of the pages 
being inverted. The openings are never completed and 
the book therefore has no ideal reading direction or 
order, but aims to give multiple readings. One might of 
course question in this context whether “reading” is an 
apt description or whether the book falls more closely 
within Munari’s category of libro Illeggible, illegible book. 

Carrión’s proposition that “to make a book is to actualise 
its ideal space-time sequence by means of the creation 
of a parallel sequence of signs” provides a number of 
stimuli: the “ideal” is not a singular platonic optimum 
defined by Carrión. Instead it requires us to explore a 
range of ideas about what space and time might mean 
in the context of a book. The verbs he employs, “make” 
and “actualise” demand a physical response while the 
means require creation. In considering an ideal space-
time sequence, the duality of reading time and narrated 
time are insufficient for visual bookworks. Other ideas 
about time and space can act as stimuli to create the 
sequence of signs. With the visual bookwork, there is 
no conventional time equating to an ideal reading nor is 
there an obvious moment of completion. 

Where Carrión proposes that the reading might stop 
once the structure has been understood, I disagree: my 
aim for the work not to be read just once, but that the 
pages will resonate (multiple narrative possibilities and 
potential experiences) so they can be returned to many 
times. This is a type of reading (or viewing) described by 
Keith Smith in Structure of the Visual Book:

My approach to seeing a book for the first time is to 
go through the entire book at least two or three times 
at one sitting. The first time is at a fast pace, with 
the other viewings successively slower, having been 
modified by the previous viewing. The book on the 
first viewing, theoretically, could be upside down. 
I am not necessarily looking at subject matter or 
reading any words, but seeing the overall layout, 
the composition of the total book, as well as the 
individual pictures…

The second viewing is less general. I do not turn the 
pages at a constant pace, as previously, but create my 
own pacing by dwelling on things that either interest 
me or that I do not comprehend… 

On the third viewing I check to see if my previous 
pacing is altered by what I perceive to be the 
bookmaker’s implied pacing. (Smith, 2010: 106)

If an iterative approach to reading is considered and 
perhaps implied by the bookwork's structure, 
the complex relationship between time, space and (the 
emergence of) meaning can stimulate both maker 
and reader.

Jim Butler leads the MA Illustration & Book Arts course 
at Cambridge School of Art, Anglia Ruskin University, 
UK. His bookworks are in numerous public collections. 
His work can be seen at: http://www.jimbutlerartist.com

Notes

1. In his introduction to The Decisive Moment, Cartier 
Bresson argues “Photography is the simultaneous 
recognition, in a fraction of a second, of the significance 
of an event as well as of a precise organisation of forms 
which give that event its proper expression.”

2. In Camera Lucida, Barthes argues that the essence 
of photography is that a thing has been placed in front 
of a lens. The photograph in this sense is evidence of a 
real event.
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include Baring Antebellum and Bishopsgate Within. CITY 
A.M. She is currently co-curating Poetry of Unknown 
Words with Katharine Meynell, which is a development, 
transcription and homage to Iliazd’s La Poesie de mots 
inconnus (1949). The first section of this on-going project 
was launched at the Saison Poetry Library, South Bank in 
March 2012. 

Susan Johanknecht is Subject Leader of MA Book Arts, 
Camberwell College of Arts, London, UK.

Jeff Rathermel is an artist, educator and arts 
administrator who lives and works in the United States. 
He is the Director and Curator of the Perlman Teaching 
Museum at Carleton College, one of the nation's 
leading liberal arts institutions. In addition to curatorial 
and educational responsibilities, Rathermel oversees 
Carleton's permanent and reserve art collections. 
Previously, he served as the Executive and Artistic 
Director of Minnesota Center for Book Arts.

Rathermel holds Bachelors and Masters of Fine Arts 
degrees from the University of Minnesota where he 
studied printmaking, hand papermaking, digital arts 
and traditional binding. He has curated and organised 
countless book art exhibitions and his personal artwork 
has been shown and collected internationally.
https://apps.carleton.edu/museum/

Dr Paulo Silveira lives in Porto Alegre, Brazil. 
He has degrees in; Fine Art (drawing and painting) and 
Communications, and a PhD in Visual Arts - History, 
Theory and Criticism, from the Universidade Federal do 
Rio Grande do Sul (UFRGS). 

Paulo is Professor for Art History of the Instituto de 
Artes at UFRGS, and also a member of the Comitê 
Brasileiro de História da Arte, CBHA (Brazilian 
Committee for the History of Art). He is the author of 
A página violada (the violated page) 2001, and regularly 
writes articles on contemporary art and artists’ books. 
He is a member (heading the artists’ books section) of 
the research group Veículos da Arte - Vehicles of Art, 
and coordinates the Fundar, research group on the 
establishers of contemporary art (UFRGS-CNPq).

Ulrike Stoltz is an artist who lives and works in Germany 
and Italy. Her focus is on books, typography, texts, 
drawings, and installations. Ulrike is the Professor for 
Typography and Book Art and Design at the Hochschule 
für Bildende Künste Braunschweig, Germany (University 
of Art and Design, Braunschweig).

Together with Uta Schneider, she was invited as keynote 
speaker for the Artists’ Books Brisbane Event - ABBE
2017 at Griffith University, Queensland College of 
Art, Brisbane, Australia. The conference theme was 
folding : books, and the keynotes and contributions 
will be published in JAB — the Journal of Artists’ Books. 

A very short extract of the keynote will also be published 
in ‹usus›’ artists’ publication/newspaper «z.B. / zum 
Beispiel / zum Buch // for example / about books» 
# 15 in October 2017 (bilingual: English & German). 
The mindmap drawn for the keynote is also available as 
an artist’s publication.

Co-founder and member of Unica T (“a fictitious person 
making real books”) for 15 years, until the group split 
in 2001. She has continued in artistic collaboration for 
almost 30 years with Uta Schneider as <usus>.
www.boatbook.de / u.stoltz@boatbook.de
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LB: Disconnected Loneliness highlights the paradox that the 
more we connect online, the less we connect with real life.

CC: The less we connect with real life the more distant we 
may become from kindness, which is the most humane part 
of ourselves.

LB: Kind is an adjective, but is also a noun as in one of a 
kind: a playful book within a book.

CC: I like the book within the book. It encourages a more 
hands-on exploration; a deeper look in a physical way that 
mirrors the context. 

How does kindness manifest itself online, via social 
media communities, aka Facebook? When I asked my FB 
community to complete the sentence 'Kindness is...' I was 
touched by the number and thoughtfulness of responses. I 
chose just two of the 50-odd to embroider for the book.

LB: The response to your call-out on kindness was incredible 
and shows what a positive force social media can be. But I 
was reminded of the debate around introducing a dislike 
button, eventually abandoned by Facebook.

CC: The final drawing of a young mother travelling home 
after dark on a river boat; her son lying across her lap is 
unseen, and the night’s darkness envelops her, save for 
the light of the screen. Her connectedness or otherwise is 
ambiguous, and reflects nuances of human connectedness.

Leonie Bradley - Artist, Member of the Society of Wood 
Engravers and Editor of Printmaking Today.
www.leoniebradley.com

Catherine Cartwright is a multidisciplinary artist, 
working primarily with printmaking, drawing and film, 
often exploring socio-political issues. She is a director 
with Double Elephant Print Workshop in Exeter, UK, an 
associate artist with Dreadnought South West, a production 
company highlighting the heritage of women's activism, and 
a resident artist with Kaleider, a developmental studio for 
artists, academics and scientists. 
www.catherinecartwright.co.uk

Cathey Webb (page 4) Kissing, 2015.
I began making books with a view to the form and purpose 
of the book in 2012 and I’m now developing my practice 
through the Multidisciplinary Printmaking MA at the 
University of the West of England, UK. 

The first thing that came to mind when I learnt about the 
Dos-à-dos book structure was the kissing chair. 
Both the kissing chair and kissing gate reflect the structure 
of the Dos-à-dos book. 

The book is 150 x 148 mm when closed, linocut prints on 
Somerset paper, with a letterpress printed card cover. www.
catheywebb.weebly.com

Rebecca Weeks (cover, badge and sticker designs) is a 
British artist working primarily in screenprint and book 
arts. This issue’s cover, badge and sticker designs are taken 
from her artist’s book Joy Birds. Recent artists’ books include 
Lost Cat, a book of hand drawn lost cat posters featuring 
Miss Margaret, Anthrax, Genghis and Cream Pudding. 
www.facebook.com/rebeccaweeksart

ARTWORK CONTRIBUTORS

Phyllida Bluemel (page 42, opposite) is based in Falmouth, 
UK. Her books and screenprints are led by a preoccupation 
with the philosophy of language and perspectives on 
landscape. In her practice she follows tangential factual 
details to unearth unlikely coincidences and to reveal 
hidden poetic resonances. These details are dots, which 
connect across disciplines, flickering between the abstract 
and the particular; the philosophical and the personal - 
a poetry of facts.

Her latest book project, The Tang of Height, printed whilst 
in residence at Women's Studio Workshop in Rosendale NY, 
explores height as a metaphor for language. It ties together 
the lives of Ludwig Wittgenstein, Alexander Graham Bell, 
and Nan Shepherd through archival fragments – images and 
ideas that resonate. 

The form of the book conducts the reader, gesturing towards 
alternate readings. The screenprinted illustrations, as inserts, 
float freely of the text and reveal non-linguistic connections 
between the stories. The book plays with ways in which both 
literally (as lived time is made unquantifiable through flight 
and satellite) and metaphorically (through the abstractions 
of language), we take a bird’s eye view of the world.
phyllida.bluemel@gmail.com
@PhyllidaB

Deirdre Pretorius (endpage, 44) Koekoeboeks, 2017.
I am an Associate Professor in the Graphic Design 
Department in the Faculty of Art, Design and Architecture 
(FADA) at the University of Johannesburg (UJ) in South 
Africa. My area of academic research is South African 
graphic design history, and most of my articles to date focus 
on South African printed propaganda. The artist's book is 
an ideal medium in which to express my varied interests, 
which include popular culture, typography, image making, 
histories (personal, national and world) and semiotics.
 
Koekoeboeks consists of a vintage tin in which is stored 
an accordion fold, digitally printed book that folds out to 
reveal three objects at the end: a found insect, inherited 
brooch and a recently cut braid of my own hair. It addresses 
personal issues of memory, loss and grieving and was 
created in memory of my grandmother 'Ouma Koekoe' who 
passed away over a decade ago. A 'Boeks' is a combination of 
the Afrikaans words boek (book) and boks (box). 
 
The tin is printed with an image that is similar to the ones 
on the placemats which were always set out on the table 
in Ouma Koekoe’s kitchen. The front of the book shows 
photographs of my grandmother’s home, which I took 
many years ago. The back is covered in a pink pattern, my 
grandmother’s favourite colour, compiled from objects I 
associate with her: roses, glass teacups, ginger biscuits, etc. 
At the end of the book are tangible objects: found, inherited 
and taken from my body. Their physical presence form a 
strong contrast with the surface quality of the photographs 
and the absence of my grandmother in the pictures. 
dpretorius@uj.ac.za

Same Same Press (page 40) Digital Kind, 2017.
Leonie Bradley & Catherine Cartwright. From the 
Consequences series - a conversation through the pages 
of an artist’s book Digital Kind.
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