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SPEAKING VOLUMES
art, activism and feminist publishing
This research project takes as its starting point stories of
historical feminist publishing practices, weaving links with
contemporary initiatives.
The project will bring attention to what these publishing
practices have in common: issues of representation;
protocols of collective work and participative propositions;
the questioning of the traditional structures of creation; the
highlighting of relational questions through the emphasis on
distribution and sharing; the commoning of tools; the
blurring of boundaries between art and activism.
Speaking Volumes, 1980
One of the starting points of the research is the invitation card of an
artists’ books exhibition at the A.I.R. Gallery in New York in 1980, entitled
Speaking Volumes.
“Speaking Volumes: Women’s Artists
Books”
Opening June 3 - June 21
– What does that mean ?
– It means books that say something
Organized by Lucy R. Lippard with lots of
help Come + read
A.I.R. Gallery 97 Wooster St NYC
Invitation card for the exhibition Speaking
Volumes, A.I.R. Gallery, 1980 (Fales Library
& Special Collections, New York, A.I.R.
Gallery archives, Box: 11 Folder: 439
“Speaking Volumes: Women Artists’ Books”
curated by Lucy Lippard June 3-21, 1980)

True to the exhibition’s title, the invitation card says a lot, both on the
books presented, but also on the spirit of dialogue that this exhibition
proposed and also the way it was made. The back cover tells us that the
show was a collective eﬀort, organized by Lucy Lippard, with lots of help.
There is a focus on a content that addresses the public: books say things,
and it is important to come and read. The notion of community is present
at many levels in the image: in the ﬁgure reading the book, but also the
ones that are suggested through the use of speech balloons. Conversation
is central and can take many forms (internal, out loud), including humans
and objects.

anonymous note, first conference on artists books in
Halifax, 1970
Please discuss the reason for the absence
of female artists. (Not only in this
conference but also internationally known.)
Anonymous handwritten note, 1970
(exhibition catalogue Seth Siegelaub:
Beyond Conceptual Art, Sara Martinetti &
Leontine Coelewij (eds), Stedelijk Museum,
2016). Archives of the MoMA New York,
Seth Siegelaub Papers [I.A.85])

Julia Bryan-Wilson, one of the contributors of the exhibition catalogue on
the work of Seth Siegelaub at the Stedelijk Museum in 2016, addresses a
critique to the non-inclusive approach of Siegelaub, one of the “fathers” of
the artists’ books. She mentions, among other things, a note that was
written during the ﬁrst conference on artists’ books, organized by
Siegelaub in Halifax in 1970. The note highlights the absence of women in
the conference and beyond. It is hard to know if the discussion happened, I
couldn’t ﬁnd any trace of it.

research Speaking Volumes 2016-2017
I found these documents starting a research around a lack I felt in the ﬁeld
of arts publications. I found them researching the notion of publishing as
an alternative art space.
The link between publishing and alternative spaces is part of a
rhetoric that has surrounded the artist’ book, both historically, as this ﬁeld
was just emerging, and still today. The book is presented as an alternative
to the gallery and the traditional exhibition spaces, but this notion of

At the end of the years 1970-beginning of
the years 1980, two essays with almost the
same titles are written on the artists’
books as “alternative space”. Martha
Wilson, director of the art space Franklin
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In the more than 500 pages of the book by
Anne Mœglin-Delcroix, Sur le livre
d’artiste, Articles et écrits de circonstance
(1981-2005), Le Mot et le Reste, coll. «
Formes », 2006 — the French reference for
artists’ books — less than 10% of the
illustrations represent artists’ books by
women, and only about ten women artists
are mentionned with more than one
sentence.

In the English corpus, the ratio is a bit
higher and the analysis richer, but in the
book by Johanna Drucker, The Century of
Artists’ Books, Granary Books, 1995, artists’
books by women only represent 40% of
the illustrations.
These numbers call for a qualitative study,
but are already telling something about
the imballance.

List of the books presented in the exhibition Speaking Volumes. Fales Library & Special
Collections, New York, A.I.R. Gallery archives, Box: 11 Folder: 439 “Speaking Volumes: Women
Artists’ Books” curated by Lucy Lippard June 3-21, 1980.
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alternative often lacks the dimension of “for whom” or “for what”. Looking
at the history of alternative art spaces (artists-run spaces, self-organised)
it is interesting to note that the development of alternative spaces for art
(in abandonned buildings, etc) was happening pretty much at the same
period as the development of the artists’ books. One of the ﬁrst things that
struck me when looking at the lists of spaces that emerged in the years
1970 in the United States, is that they were almost all initiated by women.
Given how the mainstream galleries showed predominantly male artists,
this observation seems to corroborate that there was a real need for
alternatives to the gallery system for artists who were not represented by
existing structures.
The A.I.R. Gallery was one of these spaces, a feminist one, founded in
New York in the 1970s. Looking for visual documentation of these spaces, I
found a series of images containing the yellow invitation card to the
exhibition Speaking Volumes: Women Artists’ Books. This encounter shed
a new light on the absence of women in the writings, conferences and
exhibitions around artists’ books. It clearly showed that women were
making and even exhibiting artist’s books, a reality that is absent from the
prevailing narrative on their history. This absence is problematic because
the artists and researchers continue to highlight the book as an alternative
to established and exclusive systems like galleries. But when only the
“fathers” of the artists’ books are mentioned — mostly white straight males
— one can wonder what kind of alternative space it is ?
During conferences about artists’ books, I used to ask specialists the
question I found on the anonymous note from 1975: where are female
artists in this narrative? They would speculate that women were not that
much interested or active in the book’s ﬁeld. But the document of the AI.R.
Gallery and those I found after indicate that there was indeed women
active in the artists’ books ﬁeld, from its beginnings. 119 artists were part of
the exhibition Speaking Volumes in 1980. They have since then
disappeared from the histories.
The two documents at the source of this research are no isolated
examples; on the contrary, they are part of a whole ﬁeld. Publishing was
very important for the feminist movements of the years 70-80, in general
and in the artistic practices linked to them.
The Woman’s Building, founded in Los Angeles in 1973 by artist Judy
Chicago, graphic designer Sheila Levrant de Bretteville and art historian
Arlene Raven, had a book workshop, the Women’s Graphic Center. Initiated
in the Woman’s Building, the magazine Chrysalis — A Magazine of
Women’s Culture existed from 1977 to 1980, with editors and contributors
like Audre Lorde, Adrienne Rich, Lucy Lippard, Judy Chicago. Founded the
same year in New York, Heresies, A Feminist Publication on Art and
Politics was published until 1992. After discovering these projects, I
learned that in France a cultural journal named Sorcières was founded two
years before Chrysalis and Heresies, in 1975. These places and publications
are examples of feminist publishing practices in the arts.
Going beyond the arts ﬁeld, a whole movement of thoughts and
practices around a feminist approach to publishing developed in the years
1970-1980. The book Words In Our Pockets — The Feminist Writers Guild
Handbook on How To Gain Power, Get Published and Get Paid, published
by Celeste West in 1985 is representative of this movement. It contains
varied contributions, from advice on how to get published, how to selfpublish and promote one’s book, to budgets, interviews of female
publishers, letters, collective essays, cooking recipes and experimental
interventions that make it a very useful guide — still today — and a sort of
artists’s book in itself.
In the UK, an other book was published in 1981, Rolling Our Own:
Women as printers, publishers and distributors, published by the Minority
Press Group and printed by the feminist print workshop Women in Print,
based in London. This guide documents experiences and initiatives lead by
women in the ﬁeld of publishing (publishing houses, typesetting and print
workshops) to encourage women to build their own structures.

Furnace (which initiated the ﬁrst archive of
artists’ books), wrote Artists Books as
Alternative Space, published in the book
Artists Books: Bookworks in 1978, and Kate
Linker wrote The Artist’s Book as an
Alternative Space, published in Studio
International in 1980. If the essays don’t
really address the political dimension of
this need for alternative, we can note that
their authors are both women. Before
them, another author, Howardena Pindell,
who worked a lot on the topics of race and
racism, used the term “alternative space”
to talk about artists’ periodicals in her
essay Alternative Space: Artists’ Periodicals
published in The Print Collector’s Newsletter
in 1977. In 2012, Jérôme Dupeyrat brings
together these references in his thesis Les
livres d’artistes entre pratiques alternatives
à l’exposition et pratiques d’exposition
alternatives.

In a series of ﬁlmed interviews available on
YouTube, the writer and artist Susan King
et Cynthia Marsh, oﬀset printer, talk about
the creation of the Women’s Graphic
Center (Jerry Allen, Woman’s Building
History, Otis College, 2010)

Celeste West (1942-2008) était une
éditrice, écrivaine et bibliothécaire
activiste lesbienne, qui a écrit entre autres
Revolting Librarians (1972), The Passionate
Perils of Publishing (1978) et Lesbian
Polyﬁdelity (1996). Ses écrits sont
surprenants, passionants et drôles.
Eileen Cadman, Gail Chester, Agnes
Pivot, Rolling Our Own: Women as printers,
publishers and distributors, Minority Press
Group, London, 1981.

“Books and publishing were very much at
the forefront of second-wave feminism.
Feminist publishing was seen as a critical
antidote to the silencing women had
experienced in the realm of mainstream
trade and academic publishing. [It]
provided an important model for the newly
essential dissemination of information and
narrative about gendered issues”.

From Site to Vision: the Woman’s Building
in Contemporary Culture, OTIS, 2011, p.271.

My visits of the archives of the A.I.R. Gallery in New York, of the Woman’s
Building in Los Angeles and of the Women’s Design program at the CalArts
in Valencia in September 2016 helped me to complemente the bribes of
information that I found online about these projects. Brief email exchanges
with Lucy Lippard, just before my trip, gave me additional information
about the exhibition Speaking Volumes, for instance her favourite part : a
blackboard where anyone could speak. Like others from her generation,
Lucy Lippard insists on the fact of being more interested in the present
than in the past. I understand this standpoint, but for me it is also
important that the past is accessible to be able to build upon it, and more
forward.
Through this research project, I attempt to excavate these stories,
and interrogate their inﬂuence on contemporary art publishing. Despite
the oblivion in which these practices seem to have fallen, we can see an
echo between the feminist practices of the years 70-80 and contemporary
editorial practices. They share issues of representation (of communities,
for instance); protocols of collective work and participative propositions;
the questioning of the traditional creation structures (structured around
the ﬁgure of the Author, individual genius, concealing the ecosystem and
the chain of production which it is part of); the highlighting of relational
questions through the emphasis on distribution and sharing; the
commoning of tools; the blurring of boundaries between art and activism.
At the same time, some contemporary practices put new imperatives
on the table: the need for publishing to be intersectional (crossing
questions of gender, race, class, age…), queer and post-colonial, free and
open-source, hybrid — these are important paradigms, that need to
encounter the feminist approaches and questions seen before.
This project will make documents meet — the note, the invitation
card and others — to deploy their histories, and re-open the discussion
around the questions they still ask today.

At the beginning of the research I thought
that questions of intersectionality were
quite new in this domain, but the
documents from the years 1970-1980 show
that they were already a big concern in
these years…

Chrysalis: a magazine of women’s culture,
Volume 1, 1977.

Heresies, Volume 1, “Feminism, Art and
Politics”, 1977.

Sorcières #10, “L’art et les femmes”, 1977.

Words In Our Pockets — The Feminist Writers Guild Handbook on How To Gain Power, Get
Published and Get Paid, Celeste West (ed.), 1985.

Extracts from Words In Our Pockets — The
Feminist Writers Guild Handbook on How
To Gain Power, Get Published and Get Paid,
Celeste West.

Eileen Cadman, Gail Chester, Agnes Pivot, Rolling Our Own: Women as printers, publishers
and distributors, Minority Press Group, London, 1981.

Insights 2014: Martine Syms, Walker Art Center, 2014 [4:20, 38:50, 39:10].

remember. Make an effort to remember.
Or, failing that, invent.
In a discussion with Annie Sprinkle, recently published by Visual Aids, artist
Ben Cuevas talks about his project Ghost of the Trucks of the West Side
Highway, and the necessity of working on practices that aren’t very visible
or documented : “Whenever I Google something and there is not a lot out
there, I know I need to make a work about it.” (DUET: Ben Cuevas & Annie
Sprinkle in Conversation, Visual Aids, 2016, p.39)
All the publications I’m bringing together in this project now seem
starting points, works that represent microcosms to explore and relate to.
But to me they are at ﬁrst a goal: I needed to ﬁnd out their existence in the
ﬁrst place, ﬁnd them, bring them together. The starting point is the
absence.

“remember. Make an eﬀort to
remember. Or, failing that, invent”,
Monique Wittig, Les Guérillères, 1969

DUET: Ben Cuevas & Annie Sprinkle in
Conversation, Visual Aids, 2016, p.39.
Ghost of the Trucks of the West Side Highway

represents the meeting spaces of the gay
scene of the years 1970 around and in
trucks on highway areas in the USA: a
practice then necessarily hidden, which
remains underdocumented today.

introducing the band
In this work, I often found myself alone facing my computer. Ever since the
application for the residency which allowed this project to exist, my name
took a special place, which is in this publication, on the website of the
institution that welcomes me, on the events’ communication. My name
signs the project. I added the formula “with lots of help”, the same as the
one on the Speaking Volumes invitation card. Because this work was done
with several people. It was built on a long period, made of discussions,
other projects, months and years before the residency, and in that sense it
is the product of a long term collective work. The publication is often a
collective process, involving diﬀerent people, each contributing individual
stretches of creative labour. This process is enriched by this friction
between a collective and an individual dimension.
The discussions, long and short, that fed this work along time, make
it a work between peer-reviewed and peer-to-peer. They will expand in a
series of four public events/conversations during which the publications
made during the research will be launched.
My work here is essentially one of assembling. Bringing together
fragments spread around and buried, so that they can be accessed more
easily. A patchwork. For me it is also interesting to think the notion of
creation in terms of contribution, in the sense of participating to a common
project. For instance, I transcribed the essay The Drag Queen at the Age of
Mechanical Reproduction by Mark Leger, that I found on paper in the
publication Queer Zines (Witte de With, 2013) — it was impossible to ﬁnd it
online and this text seemed of great importance to me. The other day I
found scanned versions of the magazine Out/Look (in which the essay was
published in 1989) on the website Independent Voices. Amongst which the
pages 28 and 29 of the Fall issue that contain the essay. On top of giving
access to the original documents (its original layout and images), the
website proposes an OCR (automatic optical character recognition, which
reconstructs text out of images, allowing selection and text search). But
the OCR is optimised for a “straight” text, and given the queer layout of the
essay, the text generated was unreadable. I could then integrate my
transcription online, and contribute to the archive on the platform.
Contributing to a project is building together, sometimes from afar,
even if we don’t know each other and that we might never meet.

words of mouth
This research was built through encounters, that I would like to cite here as
essential contributions to the project.
I literally encountered books. During the performances Time has
fallen asleep in the afternoon sunshine by Mette Edvardsen, I took an
appointment with the book Fear and Loathing in Las Vegas, recited by
David Helbich for about one hour in the stock of the royal Library of
Brussels, exceptionally accessible to the public for this occasion. The
project Time has fallen asleep in the afternoon sunshine refers to the book
Fahrenheit 451 which is about a dictatorial society where books are
forbidden and systematically burned by the authorities. In an act of
resistance, people living in the margins of this society are learning books
by heart, making them pass from paper to a form inscribed in their
individual memory, delivered through declamation.
Kristien Van den Brande, another living book of the project, works on
the Supports de fortune (chance support), these traces on pieces of paper:
subway tickets, verso of an envelope, margin of a newspaper. The fortune

Virginia Woolf, one of the ﬁrst selfpublishers at the beginning of the 20th
Century, talked about the importance of
having “A Room of One’s Own” for women
to be able to write; the phrasings Do It
Yourself, self-publishing and independant
publishing highlight a certain individual
dimension…
see the program at the end of the
section

Mark Leger, “The Drag Queen at the Age of Mechanical Reproduction”, Fall 1989, Out/Look. The whole magazine is available
in PDF on the website Independent Voices.

LTTR #2, “Listen Translate Translate
Record”, 2003. The ﬂyer (detail) and the
issue’s bootleg PDF version are
downloadable on www.lttr.org.

Based in New York, the project LTTR has
invested hybrid publishing formats and
their archival. LTTR is a collective formed in
2001 by artists working in several ﬁelds, in
the arts (video, performance, writing) and
in activist ﬁelds (genderqueer, feminism,
AIDS). The editorial projects of the
collective are spread through various
formats — magazine, exhibitions,
performances, readings, parties — linked
one to the others. A content can be
published on paper, then performed in a
launch party or a reading. The composition
of the collective is evolving, with at its
beginnings Ginger Brooks Takahashi, K8
Hardy and Emily Roysdon, joined by Ulrike
Müller en 2005, and by Lanka Tattersal as
the editor of issue 4 and the curator of its
exhibition. From one project to the other,
the acronyme LTTR takes several
signiﬁcations: Lesbians to the Rescue
(subtitle of the magazine LTTR, issue 1,
2002), Listen Translate Translate Record
(subtitle of the magazine, issue 2, 2003),
Let’s Take The Role (title of an exhibition at
The Kitchen, 2005), Lesbians Tend to

Read (bookmark, Radical Read-Ins
residency at Printed Matter, and multiple
in the magazine, issue 4, 2005).
The magazine work with call for
contributions, selected by the editorial
committee (the members of the collective).
The contributors are young artists, writers,
activists, trans, punk musicians as well as
academic researchers. Each issue has a
speciﬁc and hybrid form: publications
paper, posters, vinyls, coming with
multiples (objects created by the
contributors), inserts, bookmarks, bound
together, in an envelope or a bag. Since
2007, two years after their last event, as all
the issues are sold out, the collective sets
an online archive, documenting all the
activities of LTTR, with pictures,
downloadable and ready to print PDFs,
sounds and transcriptions.

Little Bit Ill, Alles is Seksisme, Wiegertje
Postma, paru sur VICE.com en 2013, reedition 2016.

Little Bit Ill, Lemonade Beyoncé (the lyrics
of the album augmented with annotations
from the participative website genius.com)
and Lemonade Reader (compilation of
articles published on the album), 2017.

Hélène Mourrier, BITCH Manifesto, Joreen
(1968), re-edition bootleg, 2017.

Roxane Maillet, transcriptions of the
events Reading as Community of the
project Cave Club.

Discovered very recently at the Wiels Art
Book Fair, the editorial project In The End
Books? by Elena Op’t Eynde and Dexian
Feng, and the book I stole the damn book,
and took it on a honeymoon by Imane B.K.,
2017, inspired by the book How to Shoplift
Books by Daniel Horvitz published by
Publication Studio.

Books recently bought at Section7 in Paris:
Mucus In My Pineal Gland by Juliana
Huxtable (2017), My Epidemic by Lily
Reynaud-Dewar (2015), Ménage à trois by
Ramaya Tegegne (2015), the new perodical
How To Become a Body Double #1,
published by The Cheapest University, with
a Tarot card.

Little Bit Ill, series of manifestos,
Confessions of a Bad Feminist, Roxane Gay
(2015), re-edition 2017.

Discovered thanks to Hélène Mourrier,
stc019, Trans Beauté and Where am I?
(cover by Hélène Mourrier), 2016.

support is maybe a good way to characterise a lot of feminist publications:
marginal and fragile. They are often preserved in private archives.
The contact with the Brussels art ecosystem allowed me to expand
my conception of publishing to new forms, and to new stakes. The hybrid
practice of Hana Miletić, mixing publications and performances, working
on the transitions between the book to oral forms, publishing slams and
raps in diﬀerent ways. The exploration of a digital exhibition space by the
collective Buenos Tiempos Int. as well as other forms of publication,
interventions in magazines and public lectures. Discussions with Jessica
Gysel from the magazine Girls Like Us about the scarcity of lesbian
editorial (amongst other) spaces. The arts and media organisation
Constant and the graphic design collective OSP Open Source Publishing
and their ways of exploring diﬀerent ways of weaving and cooking
technological questions to engaged creative practices. In Just For The
Record, cyber-feminist collective I’m working with since its creation two
years ago, we create links between technologies, publications and
feminism.

Image from the book Art and Queer Culture,
Catherine Lord & Richard Meyer (eds),
2013: Nazis plunder Magnus Hirschfeld’s
library, Berlin, 10 mai 1933.

transcriptions
re-publishing
translations
contributions
assembling
gathering
archiving
circulating
confronting
sharing
transmissing<
All these actions have often been considered as minor modes of
production, in the margins of the ﬁgure of the “Author” or the “Artist” —
positions historically left for women. I can relate to these positions, as a
graphic designer with an independent research activity, which is not
always easy to situate in the traditional categories of creation. Apart from
my experience, I have no formal education in most of these activities, and I
approach them with a position that isn’t one of an expert. But when it
seems urgent to me to do subtitles of a conference to show it to my
students and I know it will take a long a long time before they’ll be
published, I’ll do it myself. And I reclaim it as a creative practice, a
publishing one, because the aim is to share the result.
In the essay “The Politics of Translation”, Gayatri Chakravorty Spivak
talks about translation as an “intimate reading act”. “We must attempt to
enter or direct that staging, as one directs a play, as an actor interprets a
script. That takes a diﬀerent kind of eﬀort from taking translation to be a
matter of synonym, syntax and local colour.” (p.181) “The task of a feminist
translator is to consider language as a clue to the workings of a gendered
agency.” (p.179).
Re-publishing is also an act that has only a low degree of creativity.
But in fact it is an act of re-circulating a content published before, a reactualisation, at the level of the distribution channels as well as at the level
of the content (corrections, modiﬁcations, additions) and the form. It is also
a practice of resistance, against the augmentation of the value of objects
sold out (or rare, or with a limited print run) and against the scarcity of
access. In her research The Erratic Life of Texts Made Public (2012), Laura

In the book Gender in Translation (1996),
Sherry Simon retraces the history of
women in the role of translator, ﬁrst as a
subaltern position, because considered as
non-creative, then re-appropriated as a
space for action.

From “The Politics of Translation”, Gayatri
Chakravorty Spivak, Outside in the teaching
machine, Routledge, 1993.

Pappa identiﬁes several projects of re-publishing in the ﬁeld of art. Paula
Stoﬃjn, a young graphic designer based in Rotterdam, created the
publishing house Little Bit Ill, within which she publishes bootleg versions
of feminist texts, from diﬀerent sources (books, blogs, forums). Hélène
Mourrier, artist and graphic designer working in Paris published two
bootleg fanzines of manifestos, the Bitch Manifesto (Joreen, 1968) and the
SCUM Manifesto (Valerie Solanas, 1967).
These practices (re-publishing, translation, transcription) ask the
question of the “author”, and when they are linked to the urgency of
activism they might become “pirate”. The ﬁgure of the pirate, like the witch,
has been re-appropriated for its symbolic of resistance. A contemporary
pirate, Aleksandra Elbakyan is a neuroscience researcher and academician,
who created the website Sci-Hub in 2011 while she was a PHD student in
Kazakhstan. Sci-Hub allows anyone to access scientiﬁc and academic
publications, whose price usually makes them inaccessible, thanks to a
community of rogue academics who decided to share their access codes
for this project, as an act of resistance to the monopoly of private
companies making money on scientiﬁc and academic research while
making it less accessible. Thanks to this community and Alexandra
Elbakyan, I could access a part of the texts which fed this research.

publication, definitions, limits
In the occidental history, the publication has since the invention of its
paper format, the book, a central position. The written forms, then more
precisely printed ones, have become primary compared to other forms of
communication. Today they remain primary in many domains, and
particularly in academic spheres, where a proposition doesn’t really exist
until it is published. In these domains, the publication has the power to
make something exist.
It is also the case for new platforms for knowledge like Wikipedia, a
project born in the year 2001 which changes the way writing and
distributing knowledge has always worked. It proposes a participative
platform, open to all and evolutive. But its validation system for the
sources of knowledge remains in a tradition of primacy of the published:
each information, to be added, must be justiﬁed by the quote of a
published source. A similar validation system as in the academic spheres
deﬁnes which information will ﬁt into the online writing of history and
knowledge that happens on Wikipedia, and those who will be excluded. In a
workshop organised with Just For The Record, the cyber-feminist collective
I’m part of, we wanted to create a page on the New Woman’s Survival
Catalogue, a feminist publication issued in 1973, referencing initiatives and
tools for and by women in the United States. The New Woman’ Survival
Catalogue is inspired by the Whole Earth Catalogue, a DIY counter-culture
catalogue, brought back at the forefront by the exhibition Access to tools
at the MoMA in New York. Despite the fact that The New Woman’s
Survival Catalogue was sold out with more than 100.000 copies (it was
part of the best-sellers list of the New York Times when it came out, say its
two founders Kirsten Grimstad and Susan Rennie, in a video interview)at
the Otis College in 2010), no publication mention the catalogue, which
makes it impossible for it to be on Wikipedia. I’m not sure that this present
mention will be enough to justify its presence on the online encyclopedia.
In the arts ﬁeld too, the publication is a form of legitimation, a very
important part on artists’ CVs, allowing to evaluate their notoriety. In his
essay “Publish or Perish?”, Andrew Blauvelt underlines the parallel
between the pressure to publish in the arts ﬁeld and the academic ﬁeld.
The printed publication has imposed a superiority position on other
forms of communication, for instance on oral forms, which we inherited
and is still very present today. And within the diﬀerent categories of
publications, there is a legitimacy hierarchy system. This system is deﬁned
by each domain. For instance, religious and State censorship have for a
long time made a distinction between legitimate publications and
forbidden ones, through lists of books, the index. Through time, some
publications have been identiﬁed as more legitimate than others.
Wikipedia continues this tradition, asserting a hierarchy of judging
sources, which postulates that an academic publication is more
trustworthy than a self-published essay. Secondary publications (a
publication about a topic) has more value and weight than a primary
source. “Speaking of” has more value than “speaking”.

An ﬁlmed interview of the series Woman’s
Building History, available on YouTube,
documents the creation of the New
Woman’s Survival Catalog (Jerry Allen,
Woman’s Building History: Kirsten
Grimstad, Susan Rennie, Otis College, 2010)
see what concerns the Woman’s Building
higher in the this publication

Andrew Blauvelt, “Publish or Perish?”, in

Publishing as (part-time) Practice, Iaspis,

2012

The art ﬁeld has established its own hierarchies of importance, and they
diﬀer according to their context. In terms of notoriety, a monograph
published by a big publishing house, or an article in a famous art journal
has more value than an inclusion in a collective catalogue, or a selfpublished artist zine. The secondary publication (“on” an artist) prevails on
the primary source (self-published), and the individual (monograph) on the
collective (catalogue).
These hierarchies can change, depending on the trends, and when
some forms are gaining attention — witness the acceptance of the zine in
the years 2000.. The same happens to topics. Speciﬁc conditions are
needed for a research project on feminist publications to be supported by
a contemporary art institution, it’s not possible in every institution. I was
sometimes advised to use the word “trans” or “queer”, much more sexy
than the word “feminism”…
As the titles of the book Publishing as Artistic Practiceexpresses,
the practice of publishing has acquired an artistic status. And the
publication object in itself (as long as it is identiﬁed as an “artist’s book”)
obtained a status of artwork, gained consideration and value. The arti(ists’)
book fairs have since multiplied, they are entitled Index Art Book Fair,
Publish and be Damned, or Even my mum can make a book, gleefully
conﬁrming the fact that it seems exceptional that a mother could make
books. And if my mom can make a book, it has then become almost suspect
for artists not to make books.

margins
In the margins of oﬃcial publishing have always existed alternative
practices, appropriating the publishing tools for the circulation of ideas
and bringing together communities. Ancient chapbooks (sold by itinerary
sellers), pamphlets, samizdat, zines and blogs have always contributed to
form counter-points to main editorial forms.
The new and hybrid forms of publishing which appeared in these last
years exploded the notion of publication as it existed in times of
exclusivity of the paper format. Today the mediums of publications have
multiplied, the contents can exist simultaneously in diﬀerent and
complementary forms, questioning the boundaries of what is a
“publication”. And the new hybrid and digital formats allow for forms which
were long de-considered and rejected from legitimate writing and history
to be ﬁnally included. Like oral forms.
Publishing implies the transmission of a message from one person
or a group of persons, to another group of persons.

The question of value is complex here,
because it is often more about a symbolic
value than a monetary one: the “original”
artists’ books, as canonised by its early
theoreticians, must be aﬀordable, “as
cheap as a comic book”.

The notion of margin can be found in the
vocabulary of both publishing and
intersectional feminism. The margins were
mapped by Kimberley Crenshaw in
“Mapping the Margins: Intersectionality,
Identity Politics, and Violence Against
Women of Color” (1994), and studied by
bell hooks as spaces of oppression in her
book From margin to center (1984) but also
as spaces of resistance, in “Marginality as
site of resistance” (1992).

Digital spaces have since their early
developments represented the hope of a
new reality where power and exclusion
structures could be questionned and
changed, but we quickly realised that they
reproduce many mechanisms existing in
the society IRL (in real life). Essex Hemphill,
poet and black gay AIDS activist, writes “I
stand at the threshold of cyberspace and
d
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New Woman’s Survival Catalogue.
New Woman’s Survival Catalogue.

Lucy Lippard speaks From The Center,
Plume, 1976.
Lucy Lippard speaks From The Center,
Plume, 1976.

bell hooks From margin to center, South
End Press, 1984.
bell hooks From margin to center, South
End Press, 1984.

How to Supress Women’s Writing, Joanna Russ, University of Texas Press, 1983. Joanna
Russ also wrote the book To Write Like a Woman: Essays in Feminism and Science Fiction,
Indiana University Press, 1995.

Sara Knox Hunter, There Is Nothing To Divide Us If We Do Not Exist, Dominica, 2015.

wonder, is it possible that I am unwelcome
here, too? Will I be allowed to construct a
virtual reality that empowers me? Can
invisible men see their own reﬂections? Im
carrying traumas into cyberspace… ” (On
the shores of cyberspace, 1995)

What seems extremely easy is in fact quite complex. Especially the
questions of access. Access to the status of “Author” or publisher, access
to the means of production, but also access of a public to the things
published.

access
The access to the status of author of published contents has changed a lot
since a few years. Writing and publishing one’s writing was for a long time
the privilege of a very small part of the population, mainly male, white and
upper class — the “Authors”. Still today, it remains very homogeneous in
most of the publishing ﬁelds, and particularly those that are concerned
with the writing of knowledge and history (academic and scientiﬁc
publications, history books, Wikipedia…).
In one of the founding texts of post-colonial studies, “Can the
Subaltern Speak?”, Gayatri Spivak highlights the ﬁgure of the “subalterns”
— those who don’t have the right to speak, and are not only radically
excluded from the sphere of representation, but also from the oﬃcial
history. Here again the notions of primary and secondary sources are
useful. If we don’t let the subalterns speak (primary sources), we have for a
long time “spoken for them” (secondary sources), doubling their exclusion
and their dispossession of empowerment (capacity to act) and
autonomous expression. And it is not only a question of capacity to
express oneself. The subaltern studies, which Gayatri Spivak is part of,
warn that giving voice isn’t enough. One must also create the conditions
for the subalterns to express themselves and be heard.

How to Supress Women’s Writing,
Johanna Russ, University of Texas Press,
1983

“Can the Subaltern Speak?”, Gayatri Spivak,
in Cary Nelson & Larry Grossberg (eds.)
Marxism and the interpretation of Culture,
1988

access to tools
On top of the diﬃculties to access a status of “Author” and publisher, the
tools of production of publications (printing, typesetting, etc) have been
and remain primarily in privileged hands.
In the years 1970-1980, the movement of alternative presses allowed
for the development of printing and typesetting workshops, open to a
public that didn’t have access to it before: people from the working
classes, people of colour, women. This movement was facilitated by the
development of the printing techniques, in smaller, more aﬀordable
machines, like small oﬀset machines and silk-screen printing.
At a smaller scale, the spread of the photocopy machine also
radically changed the access to means of reproduction and printing.
Activist movements working at the crossroads of activism and art, like
ACT-UP, Lesbian Avengers, Gran Fury and ﬁerce pussy, have made it their
primary tool for expression and diﬀusion.
Today, with the internet and the web 2.0, the access to publishing
and distributing contents has grown more than ever. But despite this
wider access, some conditions (economic means, education, censorship)
make that many voices still cannot express themselves. And again, when
they can, there still must be someone to listen to them. The attention that
is due to these new forms of publication, and the value that is associated
aren’t spread in an equal way. A blog, as accessible as it can seem, needs to
be relayed to be actually read, and, even if one can today use commoned
software tools, it needs maintenance. Through social media platforms, we
have more than ever access to the button “publish”, but we don’t
necessarily have control over the mechanisms and conditions in which it
happens. Publishing is a question of distribution, not only in its potential (a
stock of books, a pdf ready to be printed on demand, a website pushed
online…) but also in its actual reception by a public.

Jess Baines, “Experiments in democratic
participation: feminist printshop
collectives”, Cultural Policy, Criticism &
Management Research #6, 2017, p. 29-51.

Kate Eichhorn, Adjusted Margin:
Xerography, Art, and Activism in the Late
Twentieth Century, MIT Press, 2016.

for whom?
Several projects have been, since a few years, rethinking the notion of
publication, (re)placing in its centre the public: making things public.
The project Publication Studio, founded by Patricia No and Mathew
Stadler in 2009 emphasized the collective dimension around the book, and
its “social life”. Publication Studio is a series of production, selling and
event spaces around a collection of books.
The Social Life of the Book is a collection founded by the Parisian
publishing house Paraguay Press, inspired by the work of Publication
Studio. Since 2011, this collection invites artists, designers, critics,
researchers, to produce a 16-pages pamphlet around the relation between
the book and the circulation of ideas and its agency within social relations.
In his book Brouhaha addresses contemporary forms of publications
— multiple and expanded, including for instance readings, performances
and exhibitions. “Publishing comes back to its original meaning: making
public, from private expression intended to precise correspondants to an
expression for more and more diverse publics”. Which brings to the
question of the “public”.
In the way Nancy Fraser deconstructed the universalist conception of
the public spaces as a unique sphere, in which she argued for the inclusion
of subaltern counter-publics, , it is important to deconstruct the notion of
the “public” in the way we think about publishing. The “public” isn’t a
unique group, and it isn’t a neutral conception.

“I think of publishing as making things
public. As we do that we can make ideas
public, and in doing that you make publics
around the ideas.”
Martine Syms, ‘You Make Publics Around The
Ideas’: Martine Syms on Publishing, Self-Help,
Zine Culture, and More, interview by Hannah

Ghorashi, ARTnews, 2016.

Lionel Ruﬀel, Brouhaha, Verdier, 2016,
p.107.

Nancy Fraser, “Rethinking the Public
Sphere: A Contribution to the Critique of
Actually Existing Democracy”, in Craig J
Calhoun, Habermas And The Public Sphere,
MIT Press, 1992.

Kate Eichhorn, Adjusted Margin:
Xerography, Art, and Activism in the Late
Kate Eichhorn, Adjusted Margin:
Twentieth Century, MIT Press, 2016.
Xerography, Art, and Activism in the Late
Twentieth Century, MIT Press, 2016.

Extract from the book by Kate Eichhorn, Adjusted Margin: Xerography, Art, and Activism in
the Late Twentieth Century, p.142: cover of The Lesbian Avenger Handbook, third edition,
Extract from the book by Kate Eichhorn, Adjusted Margin: Xerography, Art, and Activism in
2011.
the Late Twentieth Century, p.142: cover of The Lesbian Avenger Handbook, third edition,
2011.

Elisabeth Lebovici, Ce que le sida m’a fait, JRP|Ringier & La Maison Rouge, 2017, p.252-253,
in which we see the work To Whome It May Concern Catherine Lord, 2011-2012.
Elisabeth Lebovici, Ce que le sida m’a fait, JRP|Ringier & La Maison Rouge, 2017, p.252-253,
in which we see the work To Whome It May Concern Catherine Lord, 2011-2012.

The Social Life Of the Book, ‘Die Toilette’,
Jon Bywater, Louise Menzies & Marnie
The Social Life Of the Book, ‘Die Toilette’,
Slater (after Chris Kraus), Paraguay Press,
Jon Bywater, Louise Menzies & Marnie
2013.
Slater (after Chris Kraus), Paraguay Press,
2013.

Alison Knowles, The Big Book, Passenger Books, 2016.

Alison Knowles, The Book of Bean, 1998.

Insights 2014: Martine Syms, Walker Art

“Books can go places that other forms can’t”
The question of space as such is very important in terms of representation.
It is an interesting tool to reconsider the publication as a space, for
expression, sharable with a public, more or less large and varied, in which
one can project oneself. Working wth publications in a feminist way is
“reclaiming” this space, and try to make it safer — in the tradition of safe
spaces, developed in lesbian and gay bars in the 1960, then by feminist
movements, setting up physical or digital spaces that aim at minimizing
the discriminations.
The publication can also expand spatially — in the exhibition space
for instance. The project The Big Book, by artist Alison Knowles is an 8-feet
tall installation-book, or book-installation, which uses the two format’s
distribution channels: “published” by Something Else Press, the joint
publishing house of the artist and Dick Higgins, and “exhibited”, ﬁrst by the
Something Else Gallery, at the ground ﬂoor of their house in New York,
then travelling to the international book fair in Frankfurt, and in several art
spaces. The Big Book consists of 8 pages of the scale of a domestic space,
built with mobile wooden and metallic structures, covered with paper and
translucent materials. The pages demarcate spaces in which are placed
things to see, to read, to hear and to live. The Big Book contains a kitchen,
an exhibition space, a telephone, toilets, and a sound installation that
reveals sounds registered during the construction of the project: sawing,
cutting, hammering noises, sounds from the family life around… The book
brings together public and private spaces, collective and intimate,
domestic ones. It exposes and explodes the architecture of a nuclear
family house into a discursive and participative space. The book becomes a
scene, and the public/reader is invited to perform activities. The entrance
in the book is through a hole in its cover, circled with bulbs and it is
possible to literally go through the book, through a window, climbing on a
stepladder, crawling in an artiﬁcial-grass tunnel. The Big Book is a physical
experience, which ampliﬁes the reading experience through a whole body
experience.
All the publications engage a relation to the body — through the
ﬁngers or other body parts — choose your own adventure. The publication
can also be delivered directly through a body. The practice of reading out
loud, was much more used than it is today, since the wider alphabetisation
and since a culture of silent reading was instored from the XIth Century on.
Reading out loud can be done in solitary or in a group. Even without
translating something from a physical support (story, script, score) to an
oral form, any performed intervention, if public and repeated, is very close
to a form of publication, the transmission of a content to a public.
Publishing in itself is a performative act, a collective performance, a
transformation that a certain amount of people agree upon recognizing:
“this is a publication”, and it can then be transmitted and received as such.
The life of a publication implies the notion of circulation, but also a
sort of circularity, in the way the people implied sometimes swap roles:
producing contents, shaping the publication, distributing it, reading it. This
creates a community around the publication and its process.
If traditionally, the editorial work has established hierarchies, with
roles like the editor (in “chief”) and the “Author” at the top of the ladder,
other forms of organisation have appeared, particularly in the alternative
and feminist press movements of the 1970ies and 1980ies. These forms of
organisation explore the rotation of roles, to avoid monopolies linked to
exclusive expertises as well as the alienation of the chain work. These
movements highlight collective work and decision-making, especially with
redaction committees.

Center, 2014 [38:40]

Moira Kenney retraces the notion of

safe space in Mapping Gay L.A.: The
Intersection of Place and Politics, Temple

University Press, 2001.
Some spaces, like the New York-based
feminist bookstore Bluestockings, prefer
to talk about safer space, acknowledging
the fact that it is really diﬃcult to create an
environment completely without power
structures and thus discriminations.

While she was working on the Big Book, in
1967, Alison Knowles in her house a
workshop organised by the composer
James Tenney on computer programming.
She coded one of the ﬁrst poems
generated by a computer, The House of
Dust. In 1968, she transforms one of the
quatrains of the poem, A House of Plastic /
In a Metropolis / Using Natural Light /
Inhabited by People from all Walks of Life in

an outside sculptural space, in
collaboration with the architect William
Berger, at the Penn South Housing Co-op,
then at the CalArts campus (1970).

see also my blog article “Caught
ﬁngers in the book” on
lorainefurter.net/readme.
Alberto Manguel, Une histoire de la
lecture, Actes Sud, 1998, et Lionel Ruﬀel,
Brouhaha, Verdier, 2016.

Despite an individualist dimension present in the ﬁeld of artists’
books, seen as an object created from A to Z by the “Artist”, the relational
aspects of publication are more and more valued in the art ﬁeld. The essay
of Christoph Keller “Books Make Friends” has been very inﬂuential. It
highlights the collective and social dimension of the book which
compensates the fact that we don’t make money with books.

OUT
represent, making visible
Publishing is about representation and making public, both of which raise a
lot of questions. Published by whom? About what, about whom? How? For
whom? These questions of (re)presentation are intersectional — crossing
issues of gender, race, class, sexuality, age, abilities and religion.
This leads to the question of visibility. To be made invisible is
problematic when it is not wanted by someone. But visibility is not always
wanted. Voluntary anonymity (the writer under pseudonym Elena Ferrante,
the artists in the anonymous collective Guerilla Girls) can be a strategy
with multiple motivations: personal (that belong to the authors) or
collective (to avoid the pressure of being pointed in one’s own name). The
decision of working anonymously can be partially imposed, by the inﬂuence
of a context unfavourable to personal identiﬁcation, or completely, in the
case of censorship, associated with risks of repression — it can then
become a matter of survival.
To make visible shares with exhibiting a double sense. It is an
extremely complex gesture, link with a colonialist history, and thus
requiring an even bigger attention.
Which makes us come back to notions of safe spaces, and conditions
of representation. In some cases, the margins can represent a safe space —
the ﬁrst page isn’t always one. These questions remain an important stake
for contemporary publishing practices.

“Books Make Friends”, Christoph Keller,
in Books Make Friends / Os livros fazem
amigos, Roma Publication, 2006

OOMK (One Of My Kind) is a magazine
founded by Soﬁa Niazi, Rose Nordin, and
Heiba Lamara, presenting the creative
works of women, with a special highlight of
muslim women — under-represented in the
arts publishing, adding up discriminations.

Poster announcing the publication of the
magazine Dyke in 1975, playing on the
double signiﬁcation of out, between
publication and comming-out.

Before I Step Outside (You Love Me) is the
ﬁrst book of artist Travis Alabanza, selfpublished in 2017. The book publishes their
writings and poems. Travis Alabanza is also
doing an important work of visibilisation of
transmisogyny on social networks.

Alok Vaid-Menon is another trans nonbinary activist, poet and artist.

Adrian Piper worked a lot on visibility issues, through the publication of a visit card talking
abour her skin color and the inconfort she feels when people are making racist comments.
She also used the bubble as a way to make photographic documents in which she
performs “speak”.

The hybrid display parallel to the research
The
hybrid display
to the research
is modular,
used asparallel
an installation,
as a
is
modular,
used
as
an
installation,
as a
space to “make things public” — readings,
space
to “make
things public”
— readings,
conferences,
presentations,
conversations,
conferences, presentations,
conversations,
performances.
A hybrid publishing
space,
performances.
A hybrid
publishing
that can welcome
multiple
forms ofspace,
that
can
welcome
multiple
forms
of
publications: paper books, screenings,
publications:
paper books, screenings,
objects, discussions…
objects, discussions…
Sources :
Sources :

Alison Knowles, The Big Book, 1967.
Alison Knowles, The Big Book, 1967.

Appearing structures in exhibition “behind
Appearing
the scene”. structures in exhibition “behind
the scene”.

Alex Martinis Roe, To Become Two, Casco,
Alex
2016.Martinis Roe, To Become Two, Casco,
2016.

Alison Knowles, study for The Big Book,
Alison
1966. Knowles, study for The Big Book,
1966.

Amalia Pica, Shutter Telegraph (as seen on
Amalia
Pica, Shutter Telegraph (as seen on
, 2013.
TV)
TV), 2013.

Eva Berendes, Untitled (Monday &
Eva
Berendes,
, 2013.Untitled (Monday &
Tuesday)
Tuesday), 2013.

Camilla Richter, And A And Be And Not,
Camilla
2013. Richter, And A And Be And Not,
2013.

ISELP, September 2017.
ISELP, September 2017.

Public program :

Speaking Volumes 2017
The project Speaking Volumes exists through diﬀerent formats: a research
and writing residency during the summer 2017 at ISELP in Brussels, a series
of four public events following the residency, from September to
December 2017 — conversations — in which guests are invited, and four
publications distributed.
A hybrid publishing display was also elaborated during the residency, and
used as a set for the conversations. It allows diﬀerent formats of
publications to meet: books, performances, readings, videos…

Speaking Volumes, conversation n°1
Friday 29th of September 18h30-20h00
First conversation about intersectionality
in the editorial process, with Pascale
Barret, Gaëlle Reynaud and Joëlle Sambi
from the publication Sorcières.
The feminist cultural magazine Sorcières
was published in France until its 24th issue
in 1982. In 2015, thirty-three years later, a
call is launched by a new team to continue
the project with an issue 25…
Speaking Volumes, conversation n°2
Friday 20th of October 18h30-20h00
Second conversation, in which Buenos
Tiempos, Int. will read Strictly Ballroom: an
arrangement of six acts set in court rooms
and some additional places, featuring
homosexual people and others, with
material selected from “The Crucible”,
“Adonis García: A Picaresque Novel”, “The
Naked Civil Servant: The Autobiography of
Quentin Crisp”, “Boys Don’t Cry”, “The
Oprah Winfrey Show” and “Not Me”.
Speaking Volumes, conversation n°3
Friday 10th of November 18h30-20h00
Third conversation with Nina Nijsten, aka
Nina Echozina, author and publisher of
feminist zines based in Gent, present on an
international scene of blogs and book fairs.
Speaking Volumes, conversation n°4
Friday 15th of December 18h30- 20h00
Last conversation of the series, with a Cave
Club by Roxane Maillet & Clara Pacotte,
followed by discussions at the temporary
Beursschouwburg lesbian bar with Jessica
Gysel from the magazine Girls Like Us.
ISELP, Waterloo Boulevard 31, 1000
Brussels.
The events and publications are bilingual,
in French and English.
Prix: 1,25 * / 2 ** / 6 euros la séance
(* Article 27, ** Students)
Free for : Members, , < 18 years old, ICOM,
IKT
The entry price includes a publication
distributed in the events and the ticket
gives access to the exhibition COM ∩∪ TIES
at ISELP and Argos from 23.09 to 17.12.2017:
https://iselp.be/fr/expositions/com-ties

Speaking Volumes
Version 0.3
Printed in Brussels
in November 2017
Typefaces:
Junction, by Caroline Hadilaksono
Caladea, by Carolina Giovagnoli &
Andres Torresi
Assembled by:
Loraine Furter
lorainefurter.net/projects/speakingvolumes/
With the support of ISELP
Guests:
Pascale Barret
Alberto Garciá del Castillo
Jessica Gysel
Roxane Maillet
Nina Nijsten
Clara Pacotte
Gaëlle Reynaud
Joëlle Sambi
Marnie Slater
Hybrid display:
Created in collaboration with Elsa
Maury and Marie Laetitia Cianfarini.
With the precious help of Sami
Boulares and Fabrizio Romanelli.
Many thanks to all the persons who
contributed in any way to this
project, and particularly to:
Florence Cheval, her follow-up, our
discussions and her support during
the whole residency.
Naima Sediki, Sami Boulares and
Fabrizio Romanelli, Antoine
Debeauvais and Sophia Wanet, and
Michèle Stanescu for their care.
Eric Schrijver, for everything.
Daphné de Hemptinne, Laurence
Rassel and Raphaël Pirenne, for
their support and good advice at
the begining of this project.
Jérôme Dupeyrat, AA Bronson, for
their help in contacting Lucy
Lippard and their encouragements,
and ﬁnally Lucy Lippard.
Please be careful with the way you
share these contents, it is an
intermediary working version.
I would love to receive feedback for
further versions, at
info@lorainefurter.net

economy
ecology

SPEAKING
VOLUMES
art, activism and feminist publishing

€

What it takes to build a
Speaking Volumes catalogue
TITLE

AUTHOR

A Study of Publishing Practices in Malaysia: KL, Penang
and Ipoh
Adjusted Margin: Xerography, Art, and Activism in the
Late Twentieth Century

PUBLISHER

DATE ACQUIRED PRICE

OOMK

2016 sold out :'(
2016

2016

Passenger Books

2013

2017

Kate Eichhorn

Alison Knowles: The Big Book

budget residency = 1500

Before I Step Outside (You Love Me)

Travis Alabanza

Travis Alabanza

2017

2017

Brouhaha

Lionel Ruffel

éditions Verdier

2016

2017

2014

2015

Bulbazaur #3
Bzzz Bzzz Bzzz

Ramaya Tegegne

Cave Club

Roxane Maillet

Ce que le sida m’a fait
Chysalis, a magazine of women’s culture
ISSUES NO. 1 7

Elisabeth Lebovici

Lectures Maison Rouge,
JRP Ringier

Hana Miletic

emprunté au centre de documentation de l’ISELP, et
scanné
5.00 bought in a bookshop in Madrid

2017

2017

acheté chez Filigranes, mis de côté par mon ami
libraire David Le Simple
136.19 +64 $ delivery

2016

distributed for free at the exhibition of Hana Miletic
at the Beursschouwburg

2016

dowloaded as an mp4

2011

2016

offered by Sue Maberry when I visited the archives
at the Otis College of Art and Design

Cultural Policy, Criticism 2012
and Management
Research, Issue no. 6

2016

thankfully downloaded for free online:
https://culturalpolicyjournal.wordpress.com/past
issues/issue no 6/feminist printshop collectives/

Feminist Art Workers: A History

Cheri Gaulke, Laurel Klick CreateSpace

2012 not yet…

From the Center: Feminist Essays on Women's Art

Lucy Lippard

1976

Gender in Translation

Sherry Simon

Girls Like Us 5

1996

2016
2016

purchased
books

Reçu par email de Femke Snelting, imprimé DIY par
Mia Melvaer
8.00

Girls Like Us 6

2014

2016

8.00

Girls Like Us 8

2016

2016

8.00

Heresies

thankfully downloaded for free online:
http://heresiesfilmproject.org/archive/

How to become a body double #1

2017

10.00 acheté chez Section7

2016

2016

50.00 bought at the NY Art Book Fair in the Friendly Fire
room

2017

2017

2017

2017

How to Suppress Women’s Writing

29.01 bought on Amazon :S

If I ruled the world

Press Press

Little bit ill Publications

2017

Little bit ill Publications
Merman

2017
Alberto Garcia del Castillo

Mon Emily Dickenson

Susan Howe

Ypsilon

offertes par Harrisson
24.00
22.00 acheté chez Section7

Montezland

Conrad Ventur

Boo Hooray

2014

Mucus in my pineal gland

Juliana Huxtable

Capricious & Wonder

2017

2017

28.00 acheté chez Section7

My Epidemic

Lily Reynaud Dewar

Paraguay Press

2015

2017

16.00 acheté chez Section7

Ménage à trois

Ramaya Tegegne

Fri Art, Kunsthalle
Fribourg

2015

2017

24.00 acheté chez Section7

OOMK

2015

2016

OOMK The internet issue 4
Out of Order, Out of Sight

16.00 bought at Beckbooks + Oraibi bookshop

Adrian Piper

MIT Press

1999

Manon Labry

Zones

2016

2016

Chronique d’une révolution punk féministe

14.93 Amazon

Rolling Our Own: Women in Printing, Publishing and
Distribution

Minority Press Group

15.00 ?
36.76 bought online at AbeBooks to Phatpocket Limited, a
secondhand book seller in Welwyn Garden City, UK

Same Heart Beats 10

Nina Echozina

Echo

2016

2017

bought at the Ladyfest Maastricht

Same Heart Beats 11

Nina Echozina

Echo

2017

2017

bought at the Ladyfest Maastricht

2016

2016

Scum Grrrls

prêtées par Roberta Miss et Harrisson

SIDE ROOM: PAMPHLETS

2.00 bought at the Girls Like Us launch event DJ
workshop for women

SIDE ROOM: PAMPHLETS

2016

2016

2.00 bought at the Girls Like Us launch event DJ
workshop for women

SIDE ROOM: PAMPHLETS

2016

2016

2.00 bought at the Girls Like Us launch event DJ
workshop for women

SIDE ROOM: PAMPHLETS

2016

2016

offered by Hana Miletic

Sorcieres Les Femmes Vivent N° 14 La Jasette

7.20 Bought via Priceminister +13.10€ delivery

Sorcieres Les Femmes Vivent N° 2 : La Voix

4.87 Bought via Priceminister +9€ delivery

Sorcières : pourchassées, assumées, puissantes, queer.

Anna Colin éditrice

B42, Maison Populaire

Sorcières no.25

2012

2012

2017

2017

Sorcières, Les Femmes Vivent Art et femmes

15.00 ?
offered (lent) at the event at the Fine Arts Museum
in Brussels
8.00 Bought via Priceminister +13.10€ delivery

Sorcières, Les Femmes Vivent N°12: Théorie

7.99 Bought via Priceminister +5.90€ delivery

Sorcières, Les Femmes Vivent N°7 Ecritures

7.97 Bought via Priceminister +9€ delivery

Spreading the word: feminist print cultures and the
Women's Liberation Movement

Laurel Foster

Talking About Women of Color in the Arts with Feminist
Zine ‘OOMK’

Rose Nordin, Sofia Niazi

The Archival Turn in Feminism: Outrage in Order

labour
of love

ordered from OOMK website
35.00 bought at Beckbooks + Oraibi bookshop

Print: How You Can Do it Yourself
Riot Grrrls

fees
guests

12.39 bought online at AbeBooks

2014

2016 2016?

pirate downloaded

Vice UK

2015

2016

2016

2016

Kate Eichhorn

Article en ligne, téléchargé en PDF:
https://www.vice.com/en_us/article/mv5zxy/oomk
stands for one of my kind zine
dowloaded <3

The Drag Queen at the Age of Mechanical Reproduction

Mark Leger

Outlook #6

1989

Scanné et retapé à partir du livre Queer Zines

The Drag Queen In The Age of Mechanical Reproduction

Mark Leger

Outlook #6

1989 2016 2017

thankfully downloaded for free online:
http://voices.revealdigital.com/cgi
bin/independentvoices?
a=d&d=BHCIGIIH19891001.1.30 + contributed
transcription http://voices.revealdigital.com/cgi
bin/independentvoices?
a=d&d=BHCIGIIH19891001.1.30&dliv=none&st=1

2017

50.00 Through Women Make Movies

Bookworks

2016

2016

18.35 ordered from OOMK website

2010

2016

The Heretics DVD

2009

The Library Was
The Life and Times of Butch Dykes

5.11 bought at the NY Art Book Fair in the zines tent

The Lip Anthology

Vivian Ziherl

Kunstverein Publishing

There Is Nothing To Divide Us If We Do Not Exist

Sara Knox Hunter

Dominica Publishing

WAGES FOR WAGES AGAINST

Ramaya Tegegne

self published

2017

What is Feminist About Open Access?: A Relational
Approach to Copyright in the Academy

Carys J. Craig, Joseph F.
Turcotte , Rosemary J.
Coombe

Feminists@law, Vol. 1,
No. 1

2011

2016

Reçu par email de Femke Snelting

Witch zine

Megan (The Beard Girl)

2016

2017

bought at the Ladyfest Maastricht

Women in Print: Essays on the Print Culture of American
Women from the Nineteenth And Twentieth Centuries

many

The University of
Wisconsin Press

2017

thankfully downloaded the PDF for free here:
https://www.library.wisc.edu/parallelpress/wp
content/uploads/sites/14/2014/11/WomenInPrint.pdf

Words in Our Pockets

Celeste West

Booklegger Publishing

1985

2017

Write it yourself? Feminist perzines as participatory
playgrounds

Nina Nijsten

Tijdschrift voor
Genderstudies, Volume
19, Number 4

2016

2016

ArtNews

2016

2016

2016

2016

Zine LITTLE RADICAL SECRETS

Pauline Lomami
Turbonégresse

‘You Make Publics Around The Ideas’: Martine Syms on
Publishing, Self Help, Zine Culture, and More

Hannah Ghorashi

“Seth Siegelaub’s Material Conditions”

Julia Bryan Wilson

2013

2015

20.00

2017

29.44 ordered from Dominica website
5.00 bought at Beckbooks + Oraibi bookshop

2017

offered
free
open source
<3

10.00 à Roxane

2016

Otis College of Art and
Design
Jess Baines

7.75 ordered from their website

2014

conference Insights 2014: Martine Syms

Experiments in democratic participation: feminist
printshop collectives

2017

not yet…

Doing it in Public, Feminism and Art at the Women’s
Building

transport
books, display

cellphone photographed the chapter on AIDS in the
library of the MICA Baltimore <3
28.73

2014 sold out :'(
2016
2017

A RUN OF

Collective Reading, Affective Reading

HOW

4.00 bought on Amazon :S
from Nina’s website

6.69 not received?
downloaded as a PDF
45.00 acheté à l’exposition Siegelaub, Beyond Conceptual
Art au Stedelijk Museum Amsterdam, scanné

TOTAL

729.69

TOTAL BOUGHT DURING RESIDENCY

547.92

€

Assembled by Loraine Furter, with lots of help

