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INTRODUCTION

This creative practiceesearch projecproposes thabooksmay act agperformative artefacts, and
simultaneously discoveithe narrative potential of fragmented fictional texthe hybrid processes

used during this research incorporatéstic practice and fiction writingThroughout the duration of

this project, there ha been presentations of work across different matlesnt publication, live
art/performance, conference presentations, articles/essays, workshops, installations and readings. The
most significant outcomesf the project are a small collectionfysicdly transformed booksyhich

stand asybrid art/fiction artefactsl he reader/viewer is encouraged to performatively engage with the
books by exploring what is visible, partially visible, and concealedp&indtime touching and reading

words, whisperssilence.

My background is that of both an artist and a wrien my degree course (BA Hondsual
PerformanceDartington College of Arts, 19984) my projects combined creative writing andsaict

practie. These projects were shown as either instatiator durational live performances. At that time

Dartington was known as an educationally experimental establishment, with a philosophy which
embraced crossiedia activities and had an emphasiportessn all artmaking. Often the process

itself was considered to b& KH pSURGXFWY{ RU pRXW FARBa floilk mppradticeD WLY H ¢
was as a visual artist with a strong crossover into writing, so much s gt final year, my work

was used aa pilot for the development of a nelggree coursentitledPerformance Writing

Later, during 200810, I studied Creative Writing on an evening course at Sussex University, and went
on to publish three literary fiction novels between 22027. Here, Idiscoveredhat in the academic
study of creative writing, the focus wess on process amgore orproduct the publication of a novel

/ short story / poenas 3D IL[HG RU 3G H I(BQANW2005H3I). Mowdwat, & public novel
readings, fiction readers are interested in writing processes, and appreciate having them dedystified.
further development in my practice has been thatesR015 a performance collaboration with artist
Sally J Morgan has resall in the pesentation of live art performancesmder the name of
Morgan+Richard$ In this collaboration, Morgan is responsible for the imagery, and | the text, which
sometimes takes the form of narrative documentation.

Having drawn much from these thrdésciplines(Visual Performance, Performance Writing, and
Creative Writing) process and product are noveguialimportance within my creative practice. This
exegesisfocusseson the overlapping interdisciplinary processes used during this hybrid research
project.These are a combination of fiction writing processes,atistic processes which incorporate
text using visual, iterative and performative methods.

lForafull DFFRXQW RI WKH KLVWRU\ DQG HGXFDWLRQDO DaKingpRVRSK\ RI 'DL
College of Arts, Learning by Doing, A Biography of a Coll@gehards 2015fno relation).

2 Snale RopesCooking with Bone<City of Circles Sceptre, Hodder & Stoughton, Lond@012, 2014, 2017).

% The focus ortextual process creative writing is explored within some literary disciplineSuropean textual

scholars, known ageneticist{see, foU H[DPSOH +DQV :DOWHU *DUWHyeddghffdandds QHWLF HGL'
Joyce (1986and those involved in the academic study of augthartention(Bryant 2005) These areas are

beyond the scope of this research project.

4 E.g. Drowning/Undrowning(Morgan+Richardsyvas shown/performed afriggering Memory Symposium,

Wellington (NZ) 2015 Sullivan Gallery Chicago (USA) 201®erformance Arcade, Wellington 20Tkep

Anatomy Auckland Silo Park, 201{NZ).



The exegesis is structured in three parts, vatbvant theorieseferred tan this introductiorand then
embedded in the narrative as they becaplicable Part I lllusions, primarily explores aspects of
fiction writing. Part It Transformations, focuses on the hybrid visual/iterative/performative writing
processes and visu@ktual outcomes (transformédoks and sets of altered pages) which develop as
the research project progresses. Parltétations, discusses the presentation modes which are explored
for these outcomes. The choice of these thematic section headibgser$ on my positiortthat
storytelling in whatever form it takesnvolves all three of these themes. In my view, fiction writing is
inseparable from its historic roots of iterative storytelliagg one of the aims of this hybrid project is

to explore low writer/text/reader can ietact in norhierarchical ways.

My three novels, written prior to this research project, have been described in various colitesdsyas

fiction, speculative fiction and magical realisfthen discussing my writing procedsspublic forums

such as readdgs, audience members often ask about my imagination in terms of building the fictional

worlds in my novels. My response is simpte XVH PDJLFDO WKLQNLQJ EHFDXVH 1Y
ZKRTV QHY HUhdupR mh&yicélBinking in childhood is oftenelated to causality, as an adult

| constantly seeynagicflRU VWUDQJHQHVY LQ DSSDUHQWO\ RUGLQDU\ WKLC
of creativeproceses,as, 3 7KLQNLQJ DQG SHUIRUPDQFH D UdpresenttiontefsD UD W H
Z R U KBvbwne 1989)

Recently, | was also asked to define what the tepmgulative fictioncould meah To me, the answer

is contained in the wordpeculative.To speculatexto ask,what if? This questioning of magical
possibilitesleelGV WR PDJLFDO WKRXJKW :KDW Ll« D GUHVV FRXOG WD
ZKLOH DQG WKHQ GULSSHG DzZD\ :KDW Ll« D ER\ FRXOG WUDYH(
these speculative questi®m followed by magical thoughts, new fictibrstories have emerged.
Throughout this exegesis, | will use the phrask D Wtolindicate these moments of speculatitihe

spark which ignites magical thinking during the fiction writing process.

During this research project, short fictional teste written whichincorporateLGHDV RI WKH pPDJL
and exploit what | believe to be the latent impulse of both authoreatkrto engage in magical

thinking. There are many theories about magical thinking, and at what age it either disappears or is
repla@d by more logical thoughtand current opinions differ across several subject®areas

In adults, magical thinking can be a sign of a mental health condition. However, some cultures
encourage magical thinking about certain things. For example, a #liggdn might encourage
members to believe that carrying around a fetish will cause it to rain. This sort of magical
thinking is not symptomatic of mental iliness because it is part of a cultural (owdtherapy

2016)

Many peoje are raised incultures Q ZKLFK WKH pQRUPY LV WKDW IRONORULF V
versions/adaptations of folkloric texts (and/or allusions to them) are also encountered by adults within

film, television and literature, etc. Father Christrand the Tooth Fairy arengeen magical beings who

apparently provide tangible gifts within many homes, and children are encouraged to believe in them

from a young age. It seems remarkable that children caaloiv with adults who tell stories of magical

5> Speculative Fictionsi often used as a general casthterm for fictionwhich crosses genres such as fantasy,

scHfi, literary fiction, and Young Adult fiction.

®$FFRUGLQJ WR FXOWXUDO SV\FKRORJLVW ' 7KRPDV ODUNOH PDJLFDO
mental development by Jean Pia{fe228)yet more recet research suggests magical thinkingeiginedat the

VWDJH RI FRJQ LMatkk ROFOD18)bldwewst) an educational website for teachers states that magical
WKLQNLQJ LV SUHVHQW (M@leFRI7TD SWIBQ VXSO HVR[®OBLQV 37KH VWXG\ RI PI
FRPSOH[ DQG PXGGOHG ~ ,Q WKH VRFLDO VFLHQFHYV DQG SRSXODU SV\FI
beliefs in adultfVValdesolo 2010)



beings in one moment, amxpect them to wash up without any magical helpers in the next. But with
WKH JLIW RI PDJLFDO WKLQNLQJ LQYLVLEOH KHOSHUV DUH ZDLW
imaginations might respond in unpredictable wiysarious magical elemenwithin folkloric texts,

yet the idea of magic and the magical is also ddapbynto us as adults. There are also cultural norms

and ritualistic aspects of magical thinking that are so ingrained we barely notice them. Wieen we r
fiction, for exampleperhaps we do so because we need immersion within imaginary retdrravel

I[IURP WKLV ZRUOG KHUH WR WKH VWRU\YV HOVHZKHUH ZRUOG
SRHWU\ *DVWRQ %DFKHO D Ue&s VL X VIHO Rifrefly RéhvBritng. Gle delddrbési U
WKSERHWLMDVYRD GIODFH ZKHUH 3UHY HBAtHeNrdU 873, GAb)Fte WsK BIX JKW V~
reveries is important in relation to my intention to evoke aspeatsgical thinking, a the imagination

(according to Bachelard) is activated within early stages of development which occurs before people
DUH 3SHGXFDWHG E/\s H f&utriJtb Heedries” which | evoke in myself as | write, and
simultaneously wishotevoke in the reade

Somewhat unusually, developmental psychologist, Eugene Subpetgigrates the ternmagical
thinking and magical beliefsZKHQ KH VD\V WKH\ DUH 3GLIIHUHSphotSKY \FKRORJ
2014, 1)His RYHUDOO YLHZ LV EHOLHI LQ PDJLF LV 3D LXWwGDPHQWDO
suggest that magical thinking can be strengthened beyond reveries/visions or imagination by the force

of belief. Whether we are reading a story, or writing eveestepinside an imaginary world in order to

inhabit it. My magical beliefas a fiction writer is that narrating characters have their own agency.

Developmental theorists Taylor and Mannering conduct research which compares the creation of
fictional chamacters in children (as imaginary friends) and adult fiction writEng. perspective of the

relationship of writers to characters is described withhK HLU VW XG\ DV 3WKH LOOXVLR
D JH QaRdTaylor and Mannering obsertieat,

Writers reportthat their characters sometimes take control of the writing process; characters
tell their story to the author who then writes it down. In additwriters sometimes develop
personal relationships with their characters in which the characters are esg@réenreal,
separate, independent beings with minds of their. ¢Waylor & Mannering2006, 240)

Within this exegesishe illusion of independertgency will be frequently referred to in relation to

the creative processes explored during the reseanfgdp Taylor and Mannering hypothesise that this

illusion is related to extended durations of pretence (in children maintdii@ngships with imaginary

people and fiction writers relating to their characters) and expertise (measured by whethdethe wri

DUH SXEOLVKHG RU QRW 7KH ZULWHUV VFRUH VLJQLILFDQWC
(dissociation and empathgre mentioned specifically) than would be expected within the general
population. If fiction writing involves frequent pretenakissociation and empathy, these three things

might explain why it is possible for writers to experience a magical belief iagéecy of characters.

There is dissociation involved in describing and creating a parallel fictional world. Deep empathy with
characters is essential in order to express their emotional responses. And fiction is frequently described

as pretence or li8sAs writers, we also want treaderWR EH DEOH WR GLVVRFLDWH IURI
feel empathy for the characters:

The actof reading is a special place in which human beings are freed from themselves to pass
over to others and, in so doing, learnatvit means to be another person with aspirations,
doubts, and emotions that they might otherwise never have kijgieif 2018, 43)

Religious educator, Heinz Streib, suggestslier studiesof magical thinkingwere confinedto
childhood because it is generally accepted that scientific ratiohalyrevalence in the ways people

7 Measured by using the Interpersonal Reactivity Index (Davis 1983).
8 Fiction has been described as pretence or lies by many established authors, for example, NeiSGgiheam,
King andAlbert CamugMarks 2018)Arch 2013)



in Western socidt HV WKLQN DERXW PDJLF 6WUHLE LV ILUPO\ RI WKH F
magical thinkirg needs to be revis€8treib 1994, 75)Certainly, across the fields of religious studies,

ethnology and social anthropald WHUPV VXFK DV YEBVWKduSsG62NLEBpRItE W
FRUUHVSRQG ZLWK upuPDJLFDO WKLQNLQJY ,QWHUHVWLQJO\ -D
MZULWLQJYT DV D GLVWLQFWLRQ@EAHWHIHG @ HIHLDQN XLZHJ IDWIGQ B X MW X0
WR pV S iNambsaQL994, 223)And yet when | write a new text, someone is always speaking.

Either | am speaking, or the character is speaking, or the completed spdaking, depending on

wherethe illusion of independent agenisyfocussed at a particular monmewithin this context, writing

and speaking are one and the same tHisigrytelling.

| propose that magical thinking can be evoked in both writer antreda fictional narratives which
incorporate elements such as animism, balisfpns/reveries and speculation. These magical elements
are often found within folkloric texts (which have emerged from oral storytelling tradition) so | will use
these as atarting point for the initial fiction writing stage of this research projeeteltrace folkloric

texts back as far as we can, tisegm as elemental as air. They alter as they spread and disperse, whether
told orally or in written modes. Within bothabry and popular usage, the words folklore, folk tale and
fairy tale are often =zl to describe the same texts. Throughout this exegesis, | use the term, folkloric
text, to refer to texts which incorporate magical elements.

We can sefromthese studiedMarkle, Streib et al.) that magical thinking is retained in adulthood, and
thereis a psychological need for it. What would we do without it? Would any of us ever be able to
dream, wish or hope, would we be able to imagine? Magical thinking also hagehgabdo provide

relief from anxiety and induce reverie, empathy and dissooiaia immersion in imaginary realms.

If magical thinking is actively used within the fiction writing procebsg content of the text contains
folkloric elements, and the ader is able to experience being immersgthin the fiction, the
transformativepower of language becomes highly significdrenguage, writer and reader are all
involved in the process of textual transformations, and relationships between texts alse beco
important this relationship is often described according to the conceptestextuality.

As fairy tale scholar, Cristina Bacchilega explains,

The concept of intertextuality is key to approaching fairy tales in a folklore and literature
frameworkand, even more broadly, in a web of cultural practices that crosses medés, genr

and languages. Tales mingle with one another, anticipating, evoking, interrupting, and
VXSSRUWLQJ RQH DQRWKHU LQ XQSUHGLFWDEOHh&ZD\V WKL
VWRU\WHOOLQJYV VLWXDWLRQ DQG SXU &isRauksds inWkKidch WHOOH
the tales participate, and the narratives that listeners/readers/viewers bring to them(@s well
Bacchilega 2015, 79)

The number of ways in which thelationshipsetween texts can be interpreted or analysed are myriad

and complex, as demonstrated in 1997 by literary the@@ésérd Genette in his attempts to categorise

SWKH GLITHUHQW W\SHV RI KASSROMWHBPOXD @ Q@& VQ F XKFOURIEROGH.-RXQV  Z
LQILQLW\ WKD Q(Qllen P 9R)DRaBd:ENVeral other neologisms, Genette uses the term,
transtextual,L Q DV DQ XPEUHOOD WHUP s{19®) @rfm0Onfeaextalitk @D . ULV \
one of maw types of potential relationships between texts.

,.ULVWHYDYTV LQWHUWH[W X D &tudly (thodghQHe Yérnh RsBtHI\useH @ thisQuay R X U F H
many contemporary discussions) but represents a malistibounderstanding of theelationships
present within any specific text.

9 First coined by Julia Kristevin her H V V W/brd pDialogue and Nové[1966).
10



In MVord, Dialogue and Novdl. ULVWHYD XVHV WKH PHWDSKRU RI D pPRVDLFT
JRHVY RQ WR PRUH GHILQLWLYHO\ H[SODLQ QWKRWP DWQ R W H WDIQ\R V

And yet while texts may interact in infinite, un/predictable and-ikebways,it seems impossible to
YLHZ *HQHWWHYV RYHUZKHOPLQJ LQILQLW\ DV D WKUHDWHQLQJ
categories is the elive grail of either writing or reading, which | suspect, for many, it is not.

7KH RULJLQ RI WHHLYRMBQUWOYHG WKURXJK ZLWK PDQ\ PHDQLQJ\
Scriptures, treatise. Written account, content, characters used in a documtrst.£fBgde or texture

R1 D ZHangér 2001) The most relevant definition in relation to my own interpretation of
intertextualas a concept is this onre3sWKLQJ ZRYHQ 7H[HUH 7R ZHDYH MRLQ IL
interZHDYH FRQVWU Xaker 2@ E) Why-fAbNcHOr web, though it may be woven,
LQWHUZRYHQ DQG SRWHQWLDOO\ WD QJO be@Gnravél€@d WDLQV pIDEULF

This exegesis is being writteturing 2019-20 tyeais in which we are enmeshed in tiiéorld Wide
Web, online and priAbasednews media, social media apps, and books which can be obtained in
electronic, audible, or material forms. There are millions of textual webs in which vie canght.

In his fanous essay?The Death of the AuthdrRoland Barthes argues the case for removing the notion

Rl D UIRYGHGEhtrity of the author (autheasdivine-inspirationweaver) from interpretations of

the text.(Barthes 1967) AUWKRULDO uDXWKRULIGNLY DLHEUR QD DDNHDQHZV
UHOLDELOLW\ RI PDQ\ RQOLQH WH[WXDO VRXUFHV LV QRZ DOVR
ideological battles are fought in short phrases on social media apps.

One of he advantages of being a fiction wriin this digitalageis that through writing it is possible to

dissociate from the languages of online textgise,and reconnect with the nostalgic role of the
storyteller: to write in the language of stories,dayone who wishes to read. One of disadvantages

of being a fiction writer in thigligital age is that getting people to deeply engage with written texts for

ORQJ GXUDWLRQV RI WLPH LV SUREOHPDWLF $V WHKhkittb\V SHRS
from a literacybased cutW H WR D G Mblf RODBD3)RN@whYs stories are told also need to be

explored©

The idea for working with folkloric texts as a starting point for this research initially framea short

text | wrote while engaging with a writing exercise set by the poet, Cliff Yates. This exercise was to
ZULWH D UHVSRQVH W RA-RiK Qaltdftd@ GiDpdey SoletionGrain (Glenday

2009)

This shat text is an experimental reversalmf inaccurate memory &tumpelstiltskin:

P For further reading on the materiality of the book, textuality and comniuicLRQ VHH -HURPH OF*DQQ T
Radiant TextualitfMcGann 2001)
11 A poem based oBeauty and the Beastith the plottold backwards.

11



SKIN STILT RUMPLE

A backwards fairytale, remembered wrong

A young woman cries after forever making a stranger of her baby-ditafl in silhouette, a crumpled

man enterghrough the barn door, carrying a baby in a cloth. The man is rumpled-fstitegs,

wrapped in skins. Arms outstretched, the woman collapaelewvards into bloodstained straw. Her

dress rises above her thighs and bloods rush back into her. She akleadesell of the sea. The man
SODFHVY WKH EDE\ EHWZHHQLKUNWWEKQJXYGMBP DLQGLWQERUQ@KH EDE\
her body, itclenches and curls heatbwn inside her womb.

The crumpled man walks backwards out of the barn as the womas stahim in recognition and
swallows screams as her contractions are fast and violent, slow and then stop; she is soaked and then
dry. She'stinking of threads and the distortions of magic. The baby kicks, her swollen belly flattens as
the baby shrinkd-er breasts unswell, her hipbones reshape themselves and her body is thin. She wishes
she could name a fertilised egg in a glow of love befa@its and splits and splits. Her period doesn't
come. She hides, ashamed.

In a forest, half naked, she talkest from a disguised farmer against a stone wall. His sperm rushes
away from her egg and he pushes and pulls until his body is separategeirmnthey back away from

each other, getting dressed as they eye one another with feral curiosity whichntadiesii as they

startle each other. The woman breaks down the door of the barn which mends itself behind her and
locks her inside. Through aack she watches autumn leaves blow back up onto the trees. Something
shakes in the air. A feeling of Wrong. $himks of guesses. An impossible game; she regrets all her
attempts at choice. Her thoughts split hint from clue, puzzle from maze, key fkoFirattry. Wrong.

A second guess. She is clever, she knows this. The first guess is wrong.

Night after nightthe crumpled man is with her. Through her dreams she hears him suck in the words,
HQDPH P\ JXHVV +H KDQGV KHU W KithightShack GoQiaivDsBeGuntavels RQH )|
strands of gold from the spindle till blood runs into the cuts on her fingéiry. threads soften into

straw which fills the barn with warmth. This is an impossible task. She is choked, unravelling, alone.

A wind pulls avay from the sky and an old woman unlocks the barn door and steps inside. She removes

the spell from the spindlempties the straw out into the fields, and pushes the young woman through a

forest all the way to her childhood home. Tears roll into her @& VY H\HVY DV WKH\ HPEUDF
throw gold coins into the hands of the old woman who disappears, leavipguihg woman staring at

a thickening sky in anticipation.

Inside their cottage her mother and father sit by the fire, starving, pesgitkenand strained. She
begs them for time. They explain to her that they are welcoming her home. She feels yaluag asm
child.

She pushes herself upon them. Cries like a baby, at least once.

12



By choosing to specifically read folkloric texts as a stgrpoint for this research, | can select magical
elements, symbols, objects or themes from these texts to imatgpaithin my fiction. The iterative

and performative tradition of folkloric storytelling can be alluded to, and distortions (such as the above
example of writing backwards) can defamiliarise or make a recognisable narrative strange so it can be
experiened afresh. This relatively narrow field of reading also allows for any deviations and reversals
Rl WKLV pUHDGLQJ UXO H 1 s¥édRfoEtHeirdt@nddllGe-witihG plioc@ss iriitislly H
appeargo end whera completestory existan a textualform. However, diring this research project,
newfictional texts will be developed further through visual, textual or material iteratfaactional

text is not fixed, closed, or static, but can be taken through further iterations, what a stehaisit

looks like, what it can become, opens topnfinite possibilities.Asking the story what it wants to
becomas another example of a temporary beliethe illusion of independent agencihe illusion

starts with the narrating character, and istitmed with the fictional texgs if it werea character.

This exegesis is written as a narrative which inter@sdlve concepts, processes and outcomes explored
throughout the research project. A survey of relevant literature is embedded througipaunglirey to

the shifts and development of the processes explored during the research Phojegh a range of
purdy textual outcomes are produced during this project, many of them will only briefly be discussed
in this exegesis. Extracts/samples of tveawriting will be provided at relevant points and these are
differentiated by beingalicisedthroughout.

As noted earlier, thenost significant outcomes of this research are a set of transformed books with
textual/visual/material qualities which ahg/brid art/fiction artefacts. Along with this supporting
exegesis, these books are presented for examinationagigiaal contribution to the field of creative
arts.

13
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PART I: lllusions
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Writing as a Performative Process

My position is thathe act ofwriting is itself a performative processand each fiction writer is a

storyteller who uses anaddapts the processes they have found to work best for them. My use and

LOQWHUSUHWDWLRQ RI WKH ZRUG pSHUIRUP D WikbaH@rférRdaheeY IURP F
DOVR GHVFULEHG DV pSHUILRUIS qdeidin® W&fdrmBrde tpf© inolesD U W

ritualised actions taking place during a durational / live event, and emotional affect is negotiated

between performer and audiefcd hough the wordperformative performanceor performance art

are sometimes used to referrtauthenticity acting ortheatrical productions, the difference in meaning

is quite profound. Tédistinction is clearly defined in this famous quote from MaAb@amovic:

7TKHDWUH LV IDNH« 7KH N Qd isHot réalQaRdNheJgmbtions svekrtdt iIe&. R R
Performance is just the opposite: the knife is real, the blood is real, and the emotions are real
(O'Hagan 2010)

Forths K\EULG SURDMHWWR QV HRIG X U D QeFelpwhiieluSrigpitidtidvddteBs@s\Min D U
tandem with fiction writing processes. These processes interweave with one another in various visual,
iterative and performative ways. Writing can be pex as a performative process if we consider the

Z U L Waotly fievfoiming a ritualised action for a long duration of time, writing andriting texts

with the intention of another person (an audience/reader) experiencing them at a later date. The proces
of reading could also be seen as a performative procems vinvolves an awareness of the body,
duration, and the action of reading.

Though all texts refer to other texts, on either a surface or subconscious level, no orexaetlyilike

another(even if it is copied or plagiarised in fulkas thatversion could be defined as another
iteration}f>* OHWKRGV RI ZULWLQJ DUH GHSHQGHQW RQ WKH ZULWHUY
opinions, politics, aesthetics and life experierate. It is the methods of expressing these things in a
textualform, the ability to be solitary for long enough to read, write and revise texts, and the drive to

show these texts to other people, which allows the text to be read, heard or seen. As Barthes says, thi

LV ZKHQ WKH UHDGHU LV pERUQY

Writers are also reade and as writereaders, we choose which texts we want to engageWilcan
examinetextsby spendhg time with themget the gist byeadng a word or phrase, drave a glance

and move onin thisdigital age, we can communicate to others about howawve experienced a text

LQ WKH IRUP RI DQ RQOLQH UHYLHZ D pvVWDUY UDWLQJ RU YLD
GLGQ TwWdl POD852) Literacy academic and author, Maryanne Wolf expresses grave concerns
DERXW WKH pDWURSK\T RI FRJQLWLYH SURFHVVHV LQFOXGLQJ F
EUDLQVY GXH WR WKH HIIHFWV RI1 ZKDWWuKELS; 20¥) heariEdbly DV D 3G
%DUWKHVV V UHDGHU LV D WsRahdlagyo Wonly tkdd sdbmdowé hb haldsR KDV (
JDWKHUHG LQWR D VLQJOH ILHOG DOO B#tHesSIDEMKY RI ZKLFK WKH

Al Rl WKH SDWXy¥S DVWKMY KHMIKW EH WRR LQILQLWH WR KROG RQ
GLJLWDO DJH DV 3RXU zZD\V RI SURFHVVLQJ ZWoWM2018 overD QJ XD JH
blurb) +RZHYHU WKHUH LV D XVHIXO LPDJH FRQWDLQHG ZLWKLQ
MVROLWDU\ FKDUDFWHUY :KLOH UHDGLQJ RU ZULWLQJ VROLWXC
a text. We might choose to swhitoff our dgital technology in order to engage with a text in such a

manner, or seek out quiet environments, or attempt to clear a duration of time for the sole purpose of

2 For a thorough discussion emotional u D | | H Feldtfbnlt@erformanceart practice, see BOO\ - ORUJDQYV
PhD thesigThe Poetics of Labour: The Processual Artworks of Sally J Morgan;2@98)2019.

13 1 Rréproduction or repetition DFFRUGLQJ WR -iB &RrEuUtGIRRaNE: the afterlives ofxt t

DQ LPDJH RU D SHU®R®RQNDOVER)PDQLIROG”

17



writing/reading. Within a place of solitude, we can choose to pause, think, anddegad o write

again. We can impose limits or time constraints, make choices on whether to focus on particular words,
ideas, images, metaphomtc, and become more aware of the depth of our reading (or writing)
processes. When discussing the cogaitienefitof deepreading :ROI H[SDQGV RQ :HQGHOO
SFRQFHSWXDOLVDWLRféeléble WKRXVKQ/W BDQBEHORLWY BVUWKLYV WR 3RQH
WDQJLEOH VHQVRULDOO\ HYRFDWLYH SURFHYV\(Wolf 20R840 FDSDFL W
41).

In the following paragraphs, | will demonstrate on the page how reading one sentence can provoke the
MFDSDFLW\ WR IR U Pwiit€dedaty dgwelkasl When Me read deeply. This is to illusteat
concreteexample of how texts are engaged with to write fiction throughout this research prbject
ZRXOG GHVFULEH WKLV WH[WXDO GHPRQ VWadipdpdtiRaQd RyérXoSURF H \
the fictional narrative.

: KD W dftexaduration of readig, our mind forms an image, and we write one sentence, describing
this? Here is a sentence from soofany recent notes in which | was attempting to grasp some of
. U LV Witdkd<sfrvoundingntertextuality:

Textuality,intertextuality, textual visudly, multiplegenotext and singulaphenatext, text as image,
WH[W DV SULQW DV ERRN WH[W DV RQH YHUVLRQ RI p\NSHUWH]J\
of the texts within the worddide ZH E « O R RV @3 lexpdndthfduigh infinite inQ LW LH V «

, I LQ WKLV OHQJWK\ VHQWHQFH WKH ZRUG pZHEY LV VXEVWLW
revised as follows:

Webuality, interwebuality, webual visuality, multygjeneweb and singulapheneweb, wé as
image, web as print: asbdd ZHE DV RQH pK\SHUZHEY Bad & the QebeWKthind pK\ASH L
the worldwide ZHE« ORRVHQLQJ WKUHDGYV H[SDQG WKURXJK LQILQLWH

By substituting one noun for another, an image emerges of this repetitivefaite intertextual web.

To develop this sentence into fiction, timagewould need to be taken further, or expanded via other
images. (For example: a storyteller sits on a stepladder in a derelict library, weaving a web from pages
torn from books.)

An aspect of this sentencartalso bereversed, irorder to explore its opposite:

Turn away from vast things, and examine small things. Detailed things. Precise things. A book web. A
page web. A paragraph web. A sentence web. A clause web. A wordwimlaga web.

Move away from thecreen, find a book of fairy tales and open it. Sit down at a table and lean closer.

Smell the paper. Examine individual letters as the light from a dusty window falls on a page, and there

is the image of a letter, shape made of dark ink printed onp&@D SHU 5HDG WKH ZRUG puVvLO
it makes you think about the substance cobwebs are made from. Silk begins with S. A soft sound, a silver
sound. Strength. Synesthesia. Story.
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| am now writing my way into writig a story. But now | need to find aarhcter withagencyand the
right text to work with. And as well as symbols, metaphors, moral messages, folkloric texts often
contain clear binaries. Big and small objects. Evil or good characters. Im/possiblettasks.

To focus the writing / tasks in@articular direction, | often write proceksts, e.g.

Choose a folkloric text and read it slowly

Choose at least one element from the text (character, image, theme, etc.)
Choose a binary

Imagine a character

Start writing:

In a time that could bkng ago or in the time which is now, there is a giant beanstalk. The beanstalk
climbs from a field to the sky, entwining itself through clouds, through some distant heaven which is
probably designed for giants. Addwn in the field from which the bearlktgrows, a small boy stands

on the soil looking upwards, thinking about the magic contained within one single bean. When the boy
climbs the beanstalk, he might destroy it. If he climbs it and destroys it from thighttouds, he will

fall to his deathand never know what would have happened next. Instead, he crouches, parts the soil
with his fingertips, and tries to find the bean. He leans closer, listening. He smells the fresh scent of
growth and notices the calos and textures of the stems at thewrse. The boy has to understand the
magic within the bean, so he knows which part of the beanstalk will best support his weight when he
chooses to climb it. His heart contains curiosity, wonder, and hope. Thege thgan he must climb
upwards or stay m the ground, forever wondering.

And now, | am developing empathy for this boy, as he is a small thing who is about to climb a big thing.

To write myself more fully into his mind (or into a temporary beliethie ilusion of independent

agency)l can male further alterations to the style of his voice, and give his character more depth by
DGGLQJ GHWDLOV DERXW ZKDW SV\FKRORJLFDOO\ GULYHV WKLYV
the beanstalk:

$ ERRIYWVLGH LQ D ILHOGVWRKWHIJWRZ UQD QWEKBEQV QHYHU VHHQ
1R RQHTV DURXQG WR DVN DERXW LW DV LWYV GDZQ DQG KLV PD
WRR" 3LQFKLQJ KLV ILQJHUYV iWgRhe/piHcY.\WWh&kibegngtalx BSBNdHmiake§ vV I1HH O
KLP IHHO VPDOO +H FDQYfW EOLQN LQ FDVH LWV QRW UHDO LQ
VN\ 6RPHWKLQJ WHUULEOH PLJKW OLYH XS WKHUH @oQan KH FOR X
neither has anyone in hisvilldd RU WKH\{G KDYH VDLG $UH WKHUH PRQVWH!
IRU VRPHRQH WR FOLPE ZDLWLQJ IRU VRPHRQH WKH\fUH KXQJU
VWDLUV KHOSLQJ KLV P D putalagiar o N&/bb QRexyidhts femelDHsWiood.

The beanstalk is tangled in clouds. The leaves are wide and strong, but will they grab and strangle him,
RU FDQ KH FOLPE WKHP OLNH VWDLUV" OD\EH WKH ERBDQVWDONT
giants to walk through.

If he cimbs the beanstalk, he might break it. Some of the stems are thin. If he climbs the beanstalk and
EUHDNV LW ZKLOH LQ WKH FORXGY KHYfOO IDOO FUDFN KLV KHELC
giantheaven. Giant ghosts probably eat boy ghoststhey keep eating them and eating them for the

UHVW RI DOO WLPH WLOO WKH ER\TV MXVW D VOLYHU RI DLU

There must be a bean that started the whole thing growing. Like the runner beans his mam planted in
the gaden after his dad took off and never camekbdthe bean must have magic in it. He crouches
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DQG SDUWV WKH VRLO ZLWK KLV ILQJHUWLSY ORRNLQJ IRU LW

WDON EDFN WR KLP LI KH DV NVWKMH VER-PIHQV KIKHU HHHY ADagE T W WHQ V
EHDWYV VR ORXG KH FDQfW KHDU DQ\WKLQJ EXW EORRG 1R RQH
XQOHVV KH FOLPEV WKH EHDQVWDON DQG FRPHVY KRPH WR WHOQG
far and wide enough, his dad might gettoh&aR Z EUDYH KHYV EHHQ DQG ZLOO ILQD

+H FOLPEV LW VORZO\ 7KH OHDYHV VPHOO RI ELWWHU OHPRQV L

At this point in the fiction writing process, it becomes possible to ask the chavawéhappens next?

The momentum builds as comfis occur which the character has to resolve, which gets the first draft
written zand the narrative arc worked out. This beanstalk boy character, even without a name or
physical descriptions is now clear enbug temporarily believe in. If | were to ddep his beanstalk

story, | might walk around outside for a while, smelling sail, or thinking about how it feels to not know

if your father is ever coming home. | might stand under the tallest trees | caodikidg upwards and
feeling fear while a gales blowing. | might use charcoal to draw a picture of the beanstalk as a dark
and imposing image. | might stamp like a giant on some moist earth, and take photographs of what
happens to the soil. These processiengaging with the character in a slow antpathic way while
incorporating artistic processes are what | would describe as the performative aspects of my writing
process.

In demonstrating the above writing process (how a web becomes a beanstalk) | have come to an

understanding of what Kristevaaw referring to when she used the woptenetext and gendext in

her1969essay,3The Engendering of the Formut4 In lookingup the roots of these words and being

drawn to the most interesting descriptisone of the definitions fgpheno is shiningand is the surface
PDWHULDO OD\HU RI D WH[W D QTheR&d#texRdard hh@RfinitePriddniQdsQ JV LV

taQG LWV PXOWLSOH VWUDQGY FRQWDLQ DOO WKH GLUHFWLRQ

intertwined with psychoanaliss so it seems appropriate that my own projections and vulnerabilities

are documented here: contained within the gemb of ths emerging beanstalk story is my own

projected fear of the vastness of intertextual webs, represented by the words and°phsade®

GHVFULEH D VPDOO ER\YV IHDU RI D YDVW EHDQVWDON

In allowing theimage d intertextualityas a web to emerge, a usafuberstanding of texts being muilti
layered is gained. There is also an understanding that subconscious emotions are piheséation,

and choices are made about whether to dissociate from them or expand on them in the written form.
When this storysd finished, | will ask someone else to read it without telling them anything about it. In
his 1936 essayiThe Storytellef, cutural critic Walter Benjamin explains this necessary separation of
HLQIRUPDWLRQY DQG pVWRU\T

«LW LV KDOI WKHJDURVNHHSNVR KHWWWADRULQIUHH RI WKH H[SODQ
the psychological connection of the events is not forcechendader. It is left up to him to

interpret things the way he understands them, and thus the narrative achieves an amplitude tha
information lacks(Benjamin 2006, 362)

$ UHDGHUTTV H[SHULHQFH RihdgMm mémiddidg sBrhetting/ péidonakandéubjextive
which the story reminded them of. At this poingdietly listen, enjoyinghearing thee associations
and connections. The momentum to write another fictional text builds again, while reading.

1 First published in UHQ FK L Q - Semiotikef rke¥herEhes pour une semanalysblisher: editions du

Seuil Paris(1969)

15 XKristeva calls the linguistic efeents that mark the operation of the géext in the phenoWH[W pVLJIQLI\LQJ
GLIIHUHQWLD @WWH DKHQY WHKEBHYHO RI WKH PLQLPDO SKRQLF XQLW DQG
DW WKH OHYHO RI WKH VHQdIehQER, 9KUDVH RU pH[WUDFWT
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Folkloric Texts: fromOnce Upon a Tim& Now

This section discussdextual relationshipsvithin an established tradition of retelling and adapting
folkloric texts. It also explains my reasons for using the present tense (and some arguments against this)
in thefiction writing for this research project. The intertextual practicalbfsionis introduced to
describe the relationship between folkloric texts and the short sterigen during this research

project.

The referencing of other texts (in any media)g®ad example ahtertextualitywithin popular culture

*where preexisting texs such as newspaper reports, adverts, films,atalluded to, referenced, or

guoted from. The terrimtertextualis often used at this superficial leveto describe any emtion of

one text within another. Though Mary Orr makes a thorough defencdJdf KWHYDTV RZQHUVKL
termintertextualityshe also says:

WKH SXUORLQLQJ RI .ULVWH¥Ddhy th idresence \of arxliBl GerméK HR U L
exploiting the same pfix, also make clear that a single definition or delimited application of
intertextuality are impossibléOrr 2003, 60)

The texts selected for this stage of my research project are mainly European folkloric texts. Though
many classic European folkloric texts suchRasnpelstiltskirandSnow White and the Seven Dwarves
were first written down in the 17and 18 centuies recent research between anthropologists and
folklorists via Durham University2016)has established they can be traced back to anywhere between
2,500 and 6,000 years ago. These European tales which arose from otiahgamtintinue to be
rewritten, retold, analysed and catalogu@dl1927, sructuralist Vladimir Prpp criticized the Aarne
7TKRPSVRQ $7 LQGLFHV IRU LIJQRULQJ WKH plXQRRopRA0AT RI PRW
74). The AT classification system became known as Aarne Thompson Uther (ATU) when it was
updatel in 2004 to include more international folk tales. Tale types are grouped together into categories
and sukcategories such dsles of Fate, Tales dflagic, The Obstinate Wife Learns to Obey, Stories
about a Fogletc?’

Retellings and rénterpretationsof European folkloric texts continue to emerge in the twéingy
FHQWXU\ LQ PDQ\ FRPPHUFLDO DQG RU FUHDW lLeNihty redRdegds/ ODULD
WKH QDUUDWLYH PDNLQJ LW FU D Rri\herkhtdpcionfor Yhe CambvikigeF X O W X U |
Companion to Fairy Tale§latar,2015, 210) andin contradiction to this, within the same bod&ck

=LSHV VWD Wrhkdiatat! Kyp ofPféry tdles (is) too often turned into trivial pulp for the masses

by the globalized culture industiin his chapterMedia Hyping of Fairy TalefTatar 2015, 20235).

6 'Q SDUWLFXODU 2UU GHPRQVWU D\ M B 19 DARNVIGHA DD & 6 B WILDDN\X B LR/IW. M Y
3K' 6XSHUYLVRU DQG .ULVWHYDYV ZULWLQJV DSdRkEU MK DISRWOINVLGH %!
of post VW U X F W X U D @rayeY\20bKA8IDHé e B ffeat diversity within the work of various post
VWUXFWXUDOLVWY DQG IRU WKLV UHVHDUFK StafeMudlifiecage@¥H FKRVHQ
the most appropriate in terms of the evolution of this particular creativecpi®pststructuralism was referred

to substantially during my time at Dartington College of Arts in the early 1990s (particularly in relation to the
broadrangingtop,F PGHFRQVWUXFWLRQY DQG VR PLJKW EH FRQV¥de&dthUHG SDU)
project, operating often at an instinctual level within the creative processes that are explored. The following

guote provides a good summary of the type dbigrice that posstructuralist approaches have had on my

creative practicesThey set otito develop revolutionary ways of thinking that would keep systems-epéad,

heterogeneous and dynamic, thus clearing the way to alternative playful interpretdtisnative ways of

seeing, being and working. This led to notions of reading/writmdergoing significant changes. Traditional

notions of the Author, of thReader, and of the Text, and thus by implication of truth and body, were called into

T X HV W3cko§tak 2005)

7 Many of the texts used as source texts for this stage of my research project are accessed via online databases
which follow the AT and ATU classification systems.
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In The Guardiannewspaper, there have been many articles about folkloric texts being revised for
Hollywood films, some of which are described pHHVFDSLVWY RU KROGLQJ pSULPDUL
(Samadder 2012However (in anticipation oBeauty and the Beas20178) another impetus emerges

ZKLFK LV PRUH FRQFHUQHG ZLWK FXOW XU D Og that Wag Bbeldones 7KH D P
to unpick the centuries of careful wahat have gone into smothering the female spirDi¥ WR QLVKLQJ”
(Williams 2016)

3buw RI WKH VWRU\WHOOHUYfV UROH LV WR PDNBXGIIHDFH ZKKF
storyteller takes what he tells from experienreK LY RZQ RU WKDW BegdninVB62s E\ RWK
7KLY TXRWH LV IURP ZKHQ %HQMDPLQ ODPHQWYV fW&H 3GHFO
QRYHO" 7KRXJK 'LVQH\ YHUVLRQV RI IRONORULF WH[WV ITUHTXH ¢
ways'®, there are many other examples of retellings with more cultural and psychological depth being
produced within the wider film industry3 D Q Thyrinih (Toro 2006)LV URRWHG ZLWKLQ ZDU
viewing, it is challenging to coprehend a movie that on the one hand provides fauns and fairies, and

RQ WKH RWKHU KDQG FUHDWHY DQ LQKXHDEWYDBA7)AWI mdge WKH XQL
recently:

'LUHFWRU $JQLHV]NsnaifyRdalur® deuudfeviure relies heavily on Hans
&KULVWLDQ $QGHUVHQTV YHUVLRQ RI 7KH /LWWOH OHUPDL
climate duuLQJ WKH V XQGHU &RPPXQLVW 5XVVLDQ UXOH« 4
Italian filmmaker Matteo* DUURQHTY DGDSWDWLRQ RI IDLU\ WDOHV E
*LDPEDWW L ViA®of%dle LOWK PXFK RI %DVLOHYV ZRUN RYHUVKI
adapation, Garrone took the tales back to their mediaeval beginnings, honoring the Neapolitan
history kehind the storiefNavarro 2017)

These films are examples of how folkloric texts can gain depth when combined with othésuelts
as texts written about a specific social context or historic period) and cross disciplomeso(al
storytelling, to written text, to film script, to film) in their outcomes.

In the fictional texts | write for the first stage of the research prdjee settings and sense of time are
deliberately ambiguous OLNH WKH pRQFH X@aRoQraBetWhich tihfe &6 Wd® Bdan? IAR

time that was once. We stumble upon this other time, momentarily displaced from our own time. And

this displaced sengd time in my fiction is also the time which is nowhenfictional texts are written

in present tese. Present tense amplifiee illusion of independent agency of the characters because

their story is occurring in the momigit is written or read. Tratonally, European folk tales are told in

third person point of view and past tense. This combkR&i UHVXOWY LQ DQ LQYIVLEOH p\
so familiar that iis unnoticeablé® ,Q PDQ\ FRQWHPSRUDU\ tUHWHOOLQJVY RI W
maintained.

As well as present tense, | often use first person narration at variousdiieiggsthe writing process
EHFDXVH E\ XVLQJ WKH u,T SURQRXQ WKH FKDUDFWHUYfV DJHQF)
ZULWH D VWU R Q F~qf Dweté Bovilddeess hy iRaderbfione of these texts by writing in the

style of the voicef an oral storyteller, but usingfiast persorvoice and present tense, | might say

18 Directed by Bill Condon, 2017

19 Such asri the Disney filmsCinderella, Aladdin, Tangled-rozen etc.

20 'Q WKH *ULPP EURWKHUYVY VHYHQWK HGLWLRQ WKHUH ZHUH D WR
are told in first person; one of these originated from a mediaeval tale in Veesgéale about the Land of

Cockaigne and the other originated from a dancing sdrtge Tall Tale from Ditmarsh

21 My first two novels were written using first person narrators. My third novel was written in third person. At

times during the writing piaess for the third novel | struggledth WKH PDOH FKDUDFWHU LQ SDUWLF
maintain the belief that he was telling his own story. To give him more agemoyte some of his sections in

first person, then ravrote them into third person.
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| am wearing murderous red shoes. Come with me as | dance us into thighiithds now, with the
LOOXVLRQ RI D FKDUDFWHU ZKR OHDGV \RX KHUH <RX UHDG DV |
DV WKH u,T WKDW LV \RXUVIHOL, P QG DXYOIMD QBRXVORQERKERRZ OH

Though acclaimed novelist Hip Pullman is highly opposed to writing in present tense, seeing it as an
SDEGLFDWLRQ RI QDUUDWLYH UHVSRQVLELOLW\" DV LQ KLV YLHZ
(Pullman, The Guardian 201®ther acclaime novelists disagree in a 20%&uardian article, and

defend its use. The following two quotes coincide with my own views of what is gained by writing in
present tense:

«LW LV RIPRDVH QJ WR SODQW D YRLFH LQVLGH Vdikie UHDGHU
ZRUGYV DV WKH\ UHDG WKHP« WR PDNH WKHP UHDG ZLWK WI
PHVPHULVH DQG IRU PH WKDWTTV WKH TXDO ovda (eiDW WKH E
Barry)

7KH SUHVHQW WHQVH VHHP V ted @i obeventR, theRextBre/of thén®Q® J 3W K T
DQG WKHLU XQJUDVSDEOH VSHHG® +LODU\ aheaWhéO H[SODL
is not claiming superior knowledgesheis inside or very close by her character and sharing

their focus, therPLWHG SHUFHSWLRQV ,W GRHVQIW VXLW DXWKRU
and like being God (Lea 2015)

Present tense provides a sense of immedliet®rms of the narrative styleéas Mantel suggests above,
itcanbepertiLYHG DV OHVV pERVV\T RU KLHUDUFKLFDO WKDQ SDVW V

Within literary adaptions of folkloric texts the present tense is fairly rare, though this narrative style is
frequent in may contemporary novels, as the debate within the articles mentioned albbowestiates.

Present tense works well in narratives which span days, weeks, or months, rather than years or decades

RI WKH FKDUDFWHUYV OLIH :LWK Skhélwita@vand ifte\charadtek will UHD G H |
still be alive at the end of the sgpwhereas with past tense, we usually know from the outset they have
survived?.

Present tense also has the potential to reveal the magical thoughts of the charactepsesethe
PRPHQW ZKLFK FRXOG HPSDWKLFDOO\ LQ.QKeimmpdtdoy bofRieO WKLQ
present tense can be challenging for some readers, as they may not want to empathise with the
FKDUDFWHUYYV LQWLPDWH WKR X Jkought. Pi@sumbly tireRePprefenanceésiatd\ D U H
also influenced to some extent by glersonality of the character and the plot of the story: an immersive
experience of wearing red shoes and dancing a dance which never ends could be éwptheriather
hand,dancing in murderous red shoes and fully experiencing exhaustion and paireEcduld QW HQVH 3,
IHHO FODXVWURSKRELF DOZzZD\V S (PdivherH TheXGhamiab20 (Rys\WwisoV KH LP Pk
a difficult style for those Wwose preference is for a more objective narrative which involves a deep sense

of UHIOHFWLRQ 3XOOPDQ GHVFULEHV WKH SUHVHQW WHQVH DV ¥
would agree with thisgspecially when present teriseeombined with firsperson narration. Thange

of expressivenessi® LPLWHG WR HDWpdntQmyacb.WRUTV YLH

7KRXJK 3XOOPDQfV SUHIHUHQFH LV IRU WKH ZULWHU WR *WDNH
(QJOLVK WHQVHV  , ZRXOG D ltak&dhaiyekoHa steryDSbhie PniiQ indba gV R

22 An exception being when the narrator geaking(in either present or past tende)m the afterlife +for
example, sekovely Bonedy Alice Sebold, 2002, anflum, Forty tales from the Afterlivesy David Eagleman,
20009.
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levels of control; others miglvolve at least the illusion of relinquishing control. In my own practice,

it is @ combination of both. When relinquishing some control oveidiee of what a story shoulddk

OLNH E\ WHPSRUDULO\ EHOLHYLQJ LQ W Hted ih KB thDsiramtd UsBY DJIHQF
during the writing process. Though it might be paradoxical tatsgtlimits create freedontonstraints

enable ideas to go beyond the habitudb ia fuller range of narrative possibilitiesd further
speculations. This metd of working with creative constrainfeften now expressed as process lists)

is a result of my time spent at Dartington College of Attshere the interdisciplinary boundesi

between art / writing / performance / installation and other creative msetiere fluid.

2IWHQ FLWHG LQ DQ\ GLVFXVVLRQ RQ ZULWHUV ZKBBOBIY N ZLWK
Chamber Carter writes third, second and first person rniasea andactivelyworks with the tenses, as

author and academic Marion Mary Calpell describes in her thorough intertextual analysi3 raf

Bloody ChamberAccording to Campbell WWKLQ &DUWHUTYV VKRUW VWRMLHY WKH
SWKH SUHWHULWH WHQVH DVVRFLDWHG ZLWK Whkuda pev@NullDLU\ WL
effect:

this, coincident with the irruption within the third person narration of the second person address,
interpellates the reader as preseaittipipant, as if to assert, now you too are plunged into
winter. (Campbell 2014, 121)

(ODERUDWLQJ RQ &DUWHUYV DFWLYH XVH RI WHQVHV DQG ILU
breaking of rules of continuity an6 LVFXUVLYH FRKHVLRQ« EHFRPH IXQFWLRQL
UHVXOWY LQ D EUHID/NLPPWK WLRIQ W B DW@EEmMphdd 20LAR @BTarterO O X VLR Q
describes her intention in-telling these folklort texts as2« QRW WR G R« \lBEHW WLR QYW UDFW
latent content from the traditional stole DQG WR XVH LW DV WKH EHJLQQLQJV RI
FRQWHQW LV Y (G@dd QY Ontradtictigrsdeaders who have had digtional illusion

disrupted by Carter breaking conventional gmaan and storytelling rules, we are prompted to consider

several things simultaneously:

DISRUPTED FAIRY TALES: A LIST OF VIOLENCE

Memories of fairystories, a rumpled bed, book pagas/oice

The violence doflesire transformed inteiolently sexual stoes.

This violent and sexual world.

Personal experiences of violence and sex.

SLOHQW VWRULHY ZKLFK FDQTW RU ZRQYW EH WROG
The unspoken rules whithll us what we are and are not allowed to speak about.
Stories that end immediately after the suspiceent of marriage.

Fear: of the knives of huntsmen and kings; of the guts and teeth of wolves,

of hunger and mirrors, apples and poisons, ofgath away from home, of the homes of strangers,
of needles which have no haystack to be lost in.

The disruptiorto language, to familiaphrases and the shapesibries.

Traumatic memories, nightmares: the horror stories of the mind.

The violation of inocencemagic, nostalgia.

The distortions of language and stahreads and reversible magic.

The violence oéinystory thatis impossible tdorget*

23The writing of lists +processists, or lists that explore a partianlsubject/theme is an important part of my
creative writing process. These lists are sometimes posted online when they are relevant to current events. An
example is heréhttp://jessrichards.com/panrbuyinglist/
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In a short fiction collection of retold folkloric texts by Emma Donoghdissing the WitchDonoghue

3 « endeavors to rewrite the heterosexual love plot so central to the fairy tale traditidhQ G WR VKRZ
the mnsequences that the lack of faigfe depictions of samgex desire and the heterosexist usage of
traditional fairy tale love plots hdH KDG RQ JD\V (BH&g<e 2008 \8L2KBENg the Witch
(Donoghue 1999k perhaps one of the most original amongst retellings, due to her depictions -of same

sex desire and her stes being written in first person, which is surprisingly rare in retellifigst (
personbreaks with the tradition of ¢hinvisible thirdperson/past tense storytelling voice). Her use of

past tense in the majority of these tales provides a sense ofioefi@ithin each narrative.

ILNH 'RQRJKXH WKH SRHW $QQH 6H[WRQ DOVR XVYytavhaginesl p,q YRL
VHYHQWHHQ *ULPPYV WEeoh\2001QVHIdR Bovobitue | is&sRraditional folkior

settings which are of nondescript time and location, Sexton sets her poems in her own contemporary
world, using concHWH GHWDLOV WR LQGLFDWH WKLY DV VKMuUtGUDZV K
machinesCocaCola, etc.) (Bolaki 2010, 190)This is similar to my own approachl often refer to
contemporary objectsioughwithoutnamL QJ PNEUDQGVY DV EUDQGV H[SLUH LQ RU
LQ WKH SUHVHQW WLPH EXW LQ D SUHVH Q Véfevs toPotheZwtiteFsKk ZR Q T W
mythical characters, famous actors and characters within her foems

We canlook at thesurface of a texttthe references to other texts, quotations, individual words and
phrases, or the similaritied plot, charactersstructure. We can also find references to other texts at a
deeper levelzin figurative languagesymbols, orallusions.In terms of the fiction writing for this
research project, the content drawn from the folkloric texisld best be described abusionrather

than retelling or quotation.

At times allusion involves an obvious symbol, plot strand, imageharnacter, ath at other times, is an
aspect of the folkloric text which functions at a deeper psychological leeftén connected to the
theme orthe conflict between characters. This could also be described @etizgext (or a strand of
its multiple, infinite possibilities) of the folkloric text becoming part of tiplenaotext (the surface /
shining layer) within a new piece of fiction.&&r G *H Q H W W H fdéfinition of Whd term
intertextuality® (held firmly beneath his umbrella term, transteadtty) is wath expanding on here, as
he refocusses this term. He describes intertextuality as:

a relationship of copresence between two texts or among several texts. In its most explicit and
literal form, it is the traditional practice af X R W In@bther lessxplicit and canonical form,

it is the practice ofS O D J L Dalich/i$an undeclared but still literal borrowing. Again, in still

less explicit and less literal guise, it is the practicallfsion: that is, an enunciation whose

full meaning presupposestperception of a relationship between it and another text, to which

it necessarily refers by some inflections that would otherwise remain unintelligi®@aette
1997, 2)

Campbell praises the richngs R 1 *H Q H W Wilisfsubj&dR While RiiQultaneously pointing out what
is missing from this analysis:

While Palimpsestes offers an extraordinarily rich range of analysis of textual parody and other
practices of intertextual allusion, it does not actdaor the dynamic fare through which the
congruence of stylistic, structural, narratological or scenographic features can magnify the
effect of the intertextual allusion (Campbell 2014, 23)

24 Hesse, Joe Dimaggio, Medusa, Isodora Dupetm
2 Includingintertextuality,Genette recognises five typestafnstextuarelationships.
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This dynamic force allusion,combined with stylist features associated with language and narrative
voice, is pursuedia fiction writing at this early stageof researchAt a later stage, other features
(visuality, materiality and performativity of textc) will also be explored

In deliberately selcting folkloric texts (and creating védlusionD SUHODWLRQVKLS RI FRSUH\
my fiction) decisions need to be made in order to ensure the originality of the fiction. To this end,
stylistic and poetic devices such as languagnstraints, defanmirisation and kennings are used to
experiment with language h€ illusion of independent agency is deliberately applied to the narrating
character of each new piece of fictiatthis involves sustaining temporarybelief that the character

decides wheréhe story begins, what happens next, and where the story ends.

Via use of allusion and experimentation wlidmguage andarrative voice, | can influendeowthese
stories are told. But by using the illusion of i QGHQW DJHQF\ L Wlidt M@dy&ic& RVVLEO
what stories will be told.

7KH ILUVW WKLQJ WR GR LV WR OLVWHQ WR WKH FKDUDFWHUVY

Channelling Voices

This section discusses just a few of many short stories written durimgtlystages of this research

project in terms offte processes used to write them, and includes some short extracts. In addition to
speculation and the deliberate usettud illusion of independent agencthe writing process also

includes literary devices such as allusion, poetic devices (kennings@¢xpadments with language
restrictionsand narrative voicZ LWK WKH DLP RI pGHIDPLOLDULVLQJY HDFK ZU|

Within any text there is visuality: horizontal and vertical lines, individual sentences, clauses, words,
letters, punctuation marks. Removingnard from within its visual context of a linear sentence,

changing the way a word appears, inventing new wandsecontextualising them can enable us to

HVHHY D WH[W GLIITHUHQWO\ :KHQ D ZR WGr [i28cptibD Id vhalleRjeE H VW U L
and we might take more time to examin€wmpound wordsjse of dialectgoncreteand visuapoetry,
textualcollage, cutups, blackout/whiteout poetry, redaction, and neologisms are just a few examples

of sometransformativepractices whichinvolve text being SHUFHLYHG DV VWUDQJH RU pGt#t

Viktor Shklovsky (who coined the terdefamiliarisationin 1917)was one of the Russian Formalists.
7KH 5XVVLDQ )RUPDOLVWVY DSSURDFK WR OLWHUDU\ WbOKHRU\ LV |
WR 6\PEROLVPYTV 3P\VWLFLVP RI SRHWU\" DQG 3WKH 1HZ &ULWLF
single teXW(Rice 1996, 16) 7TKH 5XVVLDQ )RUPDOLVWVY DSSURDFK WR OLV
literarinesgwhatmakdHV D WH[W pOLWH U D Unégtho®:Qnalysihg téxtsHnRe3risDoithei H
OLWHUDU\ pGHYLFHVY WKH ZULWHUTfY SURFHVVHV DUH WKXV EU

In discussing defamiliarisatioas a literary device which counteracts-i@HDGHQLQJ LIRMELW XD C
in hisfamousessay,3Art as Technige’, Shklovsky states:

The technique of art is to make objects "unfamiliar,” to make forms difficult, to increase the
difficulty and length of perception because the process of perception is an aesthetic elid in its
and must be prolonge(Shklovsky, 1917)
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W LV ZRUWK DOVR QRWLQJ %DFKHODUGTV VWDWHPHQW

Imagination is always considered to be the faculfpohingimages. But it is rather the faculty
of deformingthe images, of freeing ourselves from the® P H G L D W H(BaéhbldrHl Y9« 1,
19)

Once one method afefamiliarisation becomes familiar, another must replace it. As a writer who is
focussed on processdswould argue that anyvelving writing process which causése writer to

maintain interest is beneficial to the text, whether this manifests in the text being perceived as highly
original, or thoughprovoking, orsOLJKWO\ RGG :KHQ D WH[W EHFRPWIV pKDELW
be equally dull to read. Howey, tointentionally DLP IRU DQ LQFUHDVHG PUGLIILFXOW\
might result in u O L W H U WvhidH] sasrdigNidaratelycomplex, wordy, or ambiguous. Thisuld
SRWHQWLDOO\ GLVU XS WpurgtithbfitfdirbaGor)dviay fidrdvtiié Heonal Ra@ativie Q

A deliberatepGLIILFXOW\Y LQ WKH QDUUDWLYH FiyXe sriterto yath £H SHUFI
KLHUDUFKLFDO SRVLWhHeRe@d&.| uDXWKRULW\Y RYH

The termdefamiliarisation(ostranerne / hk1jZ g )dstranslated from Russian in some versions of

Art as TechnigueDV pHQVWUDQJHY 7KHUH DUH PDQ\ ZRUGV ZKLFK HLWE
this conceptually driven technique of defiliarisation estrange, makstrange, estrangewar
Ostraciseword, replaceword, dislocateword, decentraliseword might more specifically explain
defamiliarisation at word level within a sentence, when individual (or compound) words appear at odds

with ourunderstandingf textual visuality or grammar coastions.

In terms of defamiliarising a short fictional narrative, there are many possibitisiesh as the choice

of narrator (can salt tell its story of being eaten?) or various rules being appledrtarrative voice

(can salt tell its story of b€ J HDWHQ ZLWKRXW XVLQJ WKH ZRUG pHDWY" 7K
we take time to pause, pay attention, anteeal. Toprolongthe perception.

,Q P\ VKRUDB®BKYVWRW X dddrbkdr do¥ QW KDYH KDQGV DQG FDQTW WKH
pen. After writing the first draft (which incorporates aspects of the plot of the GhibiR WKHUV Y YHUVL
RI7ZIKH *LUO :L W KORIXONSsideD i @rell Hrigins. Is it possible to transformwmitten story

into an oral story and back into a writtemrfoagain, using contemporary tools? After considering which

tools a narrator who has no hands could use to tell their story, | experiment with recording my voice
speaking the first draft into a nfiahctioning talkto-text app3’.

The misrepresented wordsbome nonsensical, yet there are several which are worth using. Language
is mistranslated into a so s OLNH ZRUG u6KLYHUY EHFRPHV pVXJDUY up6H
MVHYHUHT

| use some ofhese soundlike words in the next iteration of the stoty,explore the space between
written and oral storytelling in a written form. In the beginning of the story, the faulty app is set up as
a device, so the reader anticipates some incorrect words.

The following extract is from the end of the story:

26 Aarne Thompson Index: Tale Type 706

2" The talkto-text app was chosen from many free optitn&oogle Playandl selectedhis particular one
because it had the worst customer reviandicating lowlevel success in accurately selecting the correct
spoken word.
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OvertLPH ,1fYH OHDUQHG KRZ WR WDNH FDUH RI P\VHOI , KDYH D

,I9YH VSRNHQ P\ ZKROH VWRU\ 7KH WDON LI@lp niyBeR,Nh IBr@Qiage? V WR W
for emperor meant and in courage meat, or plaiitadeV , TP PHDQW WR UHFLWH XQWLO
FOLFKpV 3HUKDSV LWV WKH WHOOLQJ RI WKH VWRU\ ZKLFK KHC
the idea of this invisible readetyou | can imagine your kind eyes reading my words, mofrimg

left to right, making sense of my memoriestnaisslated into language.

, TYH Mrad We bddtion | spoke with my eyes closed. If | look for the words that are written down
ZURQJ LW GRHVQYW KXUW PH WR UHDG a#&pwrde buvoMirate\otJ HD O O\
PLVVLQJ %XW WKHUHfV VRPH WUXWK LQ WKHP +HDUW LV VRPHYV
sometimes severed. Shivers are occasionally sugar, and bandages can be bondage.

J\RXTYH UHDG WK HV HhZ&yeward @@ myiest filebd be¢aisalou know my true
VWRU\ EHWWHU WKDQ DQ\RQH HOVH LQ WKLV ZKROH ZKLUO <RX
me.

This is a spill. A spell.

The extrac{below) LV ITURP WKH EHJLQQLQJ RU HD@QRWHIGHY my@aiRfhae av W R U \
distinctive voicexsome words which would usually be present within sentences are missing, and many
compound words are also used. This requires the editorial stage toussdd on consistency in the

language restrictianand alterations. As the narrator expresses, certain small words are now absent from

her memorytWKH RQHV ZLWK pQR PHDQLQJY VXFK DV ubDQGYT +HU QI
missing because herrse of identity has been damaged prior to thetsveéescribed in the story.

On a moor. Silhouette wolves hilledge dancing for dusk, howling. Freezing, this storm. Worst storm
since ran outside, away. Gloves torn, throwaway. Bt hands. Fingerfat. Weihg ring pinches.
&DQMTW UHPRYH

Distant under td cliff, house made from iron. Window light says fire inside. Coat wet through with
blowrain storm. Boots socks freezewet. Dyingfear heartbeat thud thud bang. Chase warm. Climb higher
want fire inside house 'RQIW EOLQN KRXVH DZDare6WDUH 6WDUH &OLPE ¢

Knock door. Door opens.

Small Lost has blueeyesVKH ITURZQV VD\V pZKR DUH \RX"Y +HU YRLFH EHL
This first voice hear for ages. Long time no talk. Wordjumble head.

6KH VD\V pP\RMBUWRS WHKEBIFKRQH 1

'"UHQFKHG %RQH PHRXHEOHHWH VMRKBPIQWHU MXVW RQH QLJKW"Y

H+RZ ORQJ § VD\V 6PDOO /RVW pKDYH \RX+FHHRURE NEKOL\VQRRRAR W'K -
person to help yott

Interrupt not rude too much shivering stamRRW LFH VD\ pFDQ EH LQVLGH LURQ KR

She shaklV KHU KHDG ZLWK QR XQGHUVWDQGLQJ H'R \RX ZDQW PH
GR \RX QHHG PHGLFDO KHOS"{

MR

Suspicion stings her eyes.
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HM1IR SKRQLQJ ¥
Hailstone pins hit haikhead. None hit heShe wears red hood coat for warmth.

Look aroundNo trees here for underneath. Heatherblown. Grasses arguing with sharpwind. Ask but
ZRQMTW EHJ pFDQ 'UHQFKHG %RQH PH FRPH LQVLGH"Y

Indoors, sound tapping. Small Lost looks overshoulder back.

6KHTV XQDORQH

Readng W KLYV Q D U Uidie®riehfatingttiet difficulty with vocabulary is as a result of memory

ORVV GXH WR WUDXPD DQG DV KHU PLVVLQJ pVPDOO ZRUGVY Gt
narrative, her compound words defamiliarise sensory perceptions. These descriptive words evoke a
visual image or physical sensation using various combinations of nouns, adjectives and verbs, e.g.
MILQJHUIDWY pKHDWKHUEORZQY DQG uVKDUSZLQGYT 2YHU WKH
LQKDELWDQWYV RI WKH pKRXVH €®W H U KRR L B RIQAIKZR. IOWU R D V PWRKU °
trust. Towards the end of the story (once she is warm, rested, and has eaten) some of the words she has
lost return to her, and as she grows still stronger, her language returns to a more familiar written for

The last line of this story is:

| remember I.

After reading thep)WD ERRH G Z R U GRefGalder BougRFDazBr12002)1 write a short story
based on the idea of words disappearing from the languageomhmunity. Antmopological studies
and texts which are focused on aspects of mythology, belief and laAgpiEmeéde rich source material
for creative explorations of the ideas contained within certain magical b&\igfén the field of social
anthropobgy, myths (of pmarily nonwestern cultures) are studied in a structuralist way by looking
for binary contrasts and transformations, which link myths togejiter coherent set§Carroll 1978,
467-486). The following passage froffhe Golden Bougis used as a starting point:

Further, when the name of the deceased happens to be that of some common object, such as an
animal, or plant, or fire, or water, it is sometimes considered necessary to drop that word
ordinary speech andpiace it by another. A custom of this sort, it is plain, may easily be a
potent agent of change lamnguage(Frazer 2002, 252)

: KD W $pecific words go missing from languageR D W Thiepunshment for speaking a tato

word is equal to the crime?KDW )ULWH LV QR ORQJHW WDlah®dhzniwHo tbwes

ILUH PRUH WKDQ DQ\WKLQJ HOVH« $ WHWDQMHRRE IRFRRRWYLWHUV T
chosen to live far from hierdneal social structures. et for them, there is no complete escape from
WKHVH VWUXFWXUHVY DV WKH KLHUDUFK\ RI WKHLU OB JXDJH L
1DPLQJ Rlis&efid &fimaginary location and uses the idea of taboo®ts worelation to never

speaking the name of a dead king. In this story, each king chooses his own name when he is crowned.

As each king dies, his name is removed from language, and he also chooses the word which will replace

it.

2 6XFK DV 5R E HdThéWhlteO56dtiIvs§.
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The folkloric elements i W HlheNgming of Kinggare found in its intertextual relationship with the

myt?® ZKLFK SURPSWHG VSHFXODWLRQV /DQJXDJH LV GHIDPLOLDU/|
WKH ZRUG pzZDWHUY p6@QRYUYGN: IEHGR PEHF RFRRM p 8 OOW\HNJJ EHFRP
MK XV E D Qnerd,fvieed as marks on a pagsd the object the word ebcribes are often so
FRPPRQSODFH ZH QR ORQJHU QRWLFH WKHP 37KH REMHFW LV LC
notseeitt KHQFH ZH FDQQRW VD\ D Q\W3klqyskwiDITAr i BrorQsweryDEE R XW LW’
are forced to see individual wordadthe objects they are describing in unfamiliar wajer example

ZKHQ WKH ZRUG pILUHY LV VXEVWLWXWHG ZLWK WKithme®K UG pnzZD
burning, sparksetc) which are usually assocdd HG ZLWK WKH ZRUG pILUHY LPDJ}
defamiliarised. Water burns faintly, a bonwater has thin flaPnes

To experiment with writing a stolyy XVLQJ WZR WH[WV VLP X OWDoDOfediR taldsO\ D FKI
(Boswell 1970)and the thesaurus are selected to work with. A draft of a new story is written which
FRQWDLQV PDQ\ DOOXVLRQV WR WKH k8 0 RNV RAUL\W K[ PHUEL ”FVHKQHW 6.1’
Q D U U imdaBulaf/\(by giving her a love of the thesaurus) produces some intriguing phrases. The
narrator is selabsorbed and annoyingshe is determined to laugh at her own jokes. The first draft is

printed, cut ind strips, and pasted orttee story within thdairy tale book. Some text within the book

is left visible, other phrases are covered with new ones. After this another draft is worked with on screen,
using combinations of these phrases.

In editing this show VW R U \0 LRUDUGRQJH R poddtlobdire references to the thesaurus are toned

GRZQ VR WKH\ GRQTW RYHUZKHOP WKH FHQWUDO VWRU\ 7KH QD
RZQ QDPH KHU PRWKHUYV QDPH RU ¥ th€ent &f theAoty. GHHumBlR WK H U 9
is added to rix with the sadness, so the narrator becomes less irritating and more compleewshe

GHDWK DV VRPHWKLQJ VLPXOWDQHRXVO\ EHDXWLIXO DQG WHUUL
danger or pain gss too nearly, they are incapable of giving delight, and are simply terrible; but at
FHUWDLQ GLVWDQFHYVY DQG ZLWK FHUWDLQ PRGIBUWkeDMEZIRQV WKFE
In the followingextract (from the end of the story) the nasras halfdead. She lies in a glass coffin,
surrounded by people who are observing her. She is trying to distract herself from her decaying body:

I think of birch saplings in frosted soil, slowdxpanding their roots. | think of white birds flying in
front of a backdrop of pine trees. Snowdrops. The songs of larks. Sea foam blowing in clumps along a
beach. Apple pulp. The Thesaurus. The sound of paper, tearing.

O\ PRWKHUTV QDPH $lOsaBo myHdade ISheddtned me after hersel.it saer
and over in my mind. Practising in case | die soon, and can go to her. Practising in case | wake.

, I, HYHU ZDNH , ZLOO VD\ P\ PRWKHUTV QDPH ma ghagpthoh UVW SH
desperate | am when | cry from grief, htaw | fall into it, and if they can still bear to hold me close,
ZDUPLQJ PH«

I will love them for the rest of my life.

29 Folklorist, Maria Tatar, recogniséisat myth and fairy t& HV KDYH D 3VKDUHG UHSHUWRLUH RI |
-RVHSK &DPSEHOO VHHV IDLU\ WDOHYVY DV pHQWHUWDLQPHQWYT DQG P\WI
OLIH LQ WHUPV RI VRFLHW\ D Q GStRuisQH2/WH\H W K QWS BIRGO0, B&dld/td R QL

D ODUJHU P\WWK{&t&rQ0OXB3BJ UDWLYH’

30 This short story.jThe Naming of Kinggwas accepted for print publication via a global-cait for

submissions from the Dark Mountain Project, ara$ published in a hardback antholdgythe Age of Firén

April 2019. The short storig includedas Appendi®V.
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While writing a short textitled |¥ KH 0 R W Kafthdtygalldfaracter typesymbols and images from

several European folkloric textsare exploredvithin one short storyl alsoincorporate memories of

my own magical thinking as an adult (while in an unhappy-teng relationship, | could often feel

invisible moth wings growig from my back) and also from childhood (I spent much tialking to

IURJV DQG WRDGV EXW ZRXOGQYW NLVV WKHP LQ FDVH WKH\ WL
DUH D zD\ RI JLYLQJ HPRWLRQDO GHSWK WR Dngéatdafbhvde YH ZKL|
FRPSOH[ FKDKIBD PW WWHYaMbiueusly narrated by a silent moth who may have the heart

of a woman, or a woman who believes she is a silent moth. She marries a toad who starts speaking when
she kisses him for the firsttime &#ktHLU ZHGGLQJ 6KH LV VKRFNHGhé&s\as KH WRD
she never expected to hear him talk. This extract is from the middle of the story:

1RZ ZH DUH PDUULHG ZH VHW XS KRVRDMNRIGA WKW W D MATV I/ G\HW R (
happy, but as | collect husks of dried flies, | guiltilglwfor three wishes, but only need one. | constantly

wish my toad would unlearn speech. Or not speak quite so much about all the things he wants which

ZH GRQYW KDYH

+H GRHVQITW O L NahdKlRtEr &ouRd<all,the@ooms. He prefers me to crawl

I grow more silent as his speeches grow louder. He wants servants, it seems, more than anything in the
world. Hiding all the gathered dust under our bed takes time, but | love listening toetsags. As we

lie in our bed, what can he be dreamingoL WK KLV H\HV ZLGH RSHQ" +LV VWRPDI
fearful of his hunger. My wings ache like dying things.

While my toad takes afternoon naps to aid his digestion, | move through silent rasimrsg ¥or cold
air, half-dreaming of smashing all the sedlwindows. | linger in the highest corners of our home,
flexing my wings, avoiding cobwebs.

+H VHHPV FRQVWDQWO\ LUULWDWHG DQG ,TfP QR ORQJHU FHUWL
| EHFRPH FOXPVLHU :KHQ KHTV D QesUne #enWIK FdHetikes\ delikdRaxelWy L QJ P I
bump my head. Concussion dampens sound; a foggy mind is protected from noise.

There must have been a witch, some once upon a time. A witch who hurt hiythigyebout him
seems hurt, from the stripes on his bdokthe cracks between his toes. His lips pout with
disappointment. My toad is secretly a prince, waiting for the right transformative kiss.

0\ VKRUW*VIVGWAHY WKH *ULPP E U RWeIStoty uffa o WRoLVReGX FRIth|io
/ H D U Q %3 &b diiefting point.

This story was contained inb@ok | had given my father just before he died in 2014, and he had left a
bookmark halway through this story.

In f L D QtWwoMdenage narrators tell a story about their absent fathers, and somemétheries are
of the same events. Their perceptions of these events are different, but stigeatlgistortedimages.
The narratorsoccupy twoopposingsides of dictionalised version of my home town, atitey share
my ownrecurrent nightmare.

31 Aarne Thomson Index 44TheFrog Prince, The Tale of a Queen who sought a Drink from a Certain Well, A
Frog for a Husbandetc
32 ATU Index 326 is German in origin, and is a tale about a boy, fear and mortality.
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ThisiV WKH PDOH FKDUDFWHUYY GHVFULSWLRQ RI WKH QLJKWPDUF

7TKHUHYV WKLV GUHDP , RIWHQ JHW 7KHUHTV D GHDG PDQ DQG
buried. I NnWKLV GUHDP ,1P WU\LQJ WR NHHS KLP KLG NHHS KLP VWI
again and again, but he always sits up in his grave, skin hanging in strips from his bones, wanting his
YRLFH KHDUG :KHQ KH WD O N dunds/effvaves Ronflam®s, siRckackivig stodegsVl W K H \
IHHO VR PXFK JXLOW IRdandkhe€o0OndQJ KLP , FDQTW

+HYV ELJJHU LQ HDFK GUHDP /DVW WLPH KH ZDV GRXEOH WKH
enough soil to bury him with. | shiffed awhdeeR XQWDLQ WR FRYHU KLP ZLWK DQG L

$QG LQ HDFK GUHDP WKHQ@HIF DRPRPHDQWWHG , JLYH XS $ NL
VRPHWKLQJ , WHOO VRPHRQH RIILFLDO WKDW KHYV GHDG DQG L

size of a man again. After confessing, my relief is as big as the sky, yet | always jelt awak

7KH GUHDP FRPHY RYHU DQG RYHU DJDLQ , VKLYHU ZKHQ , ZDNH
RYHU ,1YH VHHQ LW KDSSHQ ZgenhasRwaWKRDW NGG Y @GV Wik K Q R/OK H\Wk
DJDLQ ,YfYH JRW IHDU WdiDresplededlb@leP K ikwdlldcony lgdibdng, the dream

would explode itself away.

7KLV LV WKH IHPDOH FKD Usarrédightonire: GHVFULSWLRQ RI WKH

Since dadOHIW PH DQG PXP WKHUHTV WKLV GUHDP , NHHS KDYLQJ
evg hafFEXULHG ,Q WKLV GUHDP ,fP WU\LQJ WR NHHS KLP VDIH NF
D EDE\ %XW KH DOZD\V VLWV XSJILRLKNLYRILFBIYWRO@HE KHDUZD®?
VFUHDPLQJ ZKHQ KH WDONYV skead Dhatheldid Htokirs2l0 ahdmhel talkk abBut
WKH YLROHQFH RI KLV IDWKHU DQG KHYfV JRW DOO NLQGV RI SDI

| try so hard to listenEXW D PRPHQW DOZD\V FRPHV ZKHQ , FDQTW KHDU L
my ears and féeso guilty but by then | can only bear to hear real sounds: bathwater running, twigs
cracking in a bonfire, or the crunching of pebbles. Someone needs to heélyttiead mart KH{V VR
VPDOO DQG EURNHQ , GRQYfW NQRZ ZKDW WR GR IRU WKH EHVW

The moment WHOO VRPHRQH KHYV GHDG VRPHRQH ZKRYV ZLVHU DQ¢
PRPHQW KH FRPHY EDFN WR OLIH +H KDV SLQ WHHWK DQG KLV F
KLY ELWH , FDQYW HYHQ WRXFK KLP

+HYV WDNHQ DrzaDnhitdydh Pand Hhough | should run aftetd F K H F Noeinhbit&kén care
RI' , QHYHU GR 7KH UHOLHI , IHHO ZKHQ , WHOO P\WVHOI KHTfV VI

I shiver when | wake. In an odd way, the shivering is far more frighteninghbatlreamSometimes |
WKLQN WKH VKLYHULQJ PHDQV ,YP G\LQJ 2WKHU WLPHV , WKLQ
GRQTW NQRZ ZKDW WR GR WR PDNH WKLV GUHDP JR DQG QHYHU

Within this story, | had intended to use the idea of a charraeeking ot fear, to allude to the plot of

WKH *ULPP EURWKHUVY YHUVLRQ +RZHYHU ZKLOH ZULWLQJ LW
DQG GUXJV DUH ULIH 7KH PDOH QDUUDWRUYY DEVHQW IDWKHU I
of hopelesstHVV WKURXJKRXW WKH QDUUDWLYH 7KH IHPDOH QDUUDW
ghost wants her to know what has happened to him. As a stlugctions tthere isa narrative arc,
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emotional content, an interesting setting, andrnidweators a simultaneously vulnerable and strong,
they have agency and are fairly compelliAgthis stage, | @ uncertain of what theupposeof telling
this particularsad and hopeless story might be, so | will set it aside for now.

: KD W llnkededo write alout my recurrent nightmare to clear space in my mind for other writing?

:KDW WIKH IDFW WKDW P\ IDWKHU ZKR ZDV DW WLPHV KLJKO\ IHD!
to finish reading a story about fear contributed to the sense efdsgpess whin mine?: KD W rhyt «

home town is a place | am not yet psychologically ready to write about within fictislD W the «
termsgenctext and phenoextare applied to this narrative in a psychological sense? Due to selecting

difficult memories to work wth alongside this particular folkloric text, a strand of the gexb
overwhelmed the pherext, entwining hopelessness throughout the narrative.

: KD W lldiIssociate from this hopelessness by shifting my focus outwards, instead of iniwhads.
if « R & 8tyles of texts can also be used in combination with folkloric textsR W thdse texts are
DERXW WKH pUHDOYT ZRUOG™"

As well as defamiliarisation, | often use poetic devices within my fiction writing process. In my novels

LQ SDUWe exxedsivily usef a literary technique which is usually associated with ASghmn

SRHWU\ p.HQQLQJVY DOVR NQRZQ DV pFLUFXiPteeROIDEMWLRQY FRPI
epic poemBeowulf(Quasha 1965gabout one third of Wb FK LY FRPSRVHG RIMIZHDAQLQJV
LV D NHQQLQJ ZKLFK PHDQV HMEORRGY EXW DGGV H[SDQGV RQ |
E L Us@ feathefPreminger 1965)First used as synonyms al IRUP R|I PHWEB®KRNHQQLQJV
ZHUH WZR ZRUGV ZKLFK UHIHUUHG WR RQH WKLQ Xkeanihgss GHYHO |
within kennings, and eventually became so complex and cumbersioayefell out of usein the

thirteenth century’. Kennings areisedsurprisinglyrarely within contemporary prosé EXW ,TYH IRXQG
them particularly useful where a character has an ambiguous mental state or fractured p&tsibnality

the words chosen to be combined as kennings are simplagbéually used and generally understpod

WKHLU FODULW\ DQG WKH VWUDQJHQHVYVY RI WKHLU SRWHQWLDO
highly unique way of seeing the wotfd

An article has appeared on Facebook which is tifled, Emperor has &lVocabularyHuffington Post

2017) ,Q D SUHVV FRQIHUHQFH WKH 86 3UHVLGHQW KDV MXVW DGC
HIDNH QHZV 1 $0RQJV(e@ i Ko WVWR i EdEHdéctivaoun combinations

are hashtagged and trending on Twittéa social media, kenings might be returning to our language.

Viewed as poetic kennings: these words are ambiguous, and are odd met#phadjectives describe

the noun in a way which is not always literally applicablg, uDOWHUQIDWLYH IDFWV

To make individual wordsambiguous is fairly easy to do. If a noun is used as a y@dimeaning
EHFRPHY RSHQ WR LQWHUSUHWDWLRQ )RU H[DPSOH LI D FKDUD
, | WKH FKDUDFWHU VD\V pu, Zh@OwldartheyRmearrd tieyZgdiny &/ pungy WR ZR
roses, or will they act in a rosike way?

33 Around the time that Icelandic historig®norri Sturluson, deciphered a number of them irPtfuse Edda

34They are, however, sometimes used in contempdictiyn. | use thenin all three of my novelsA short text

formed by kennings and framed as argientryiV WKH 3URORJXH Rl 5RV @hdidh@¥) VHFRQG
Another example of a contemporary fiction writer who uses compound words is Anna Shhél @himes

(Sceptre, 2015).

35 As demonstrated in the previous extract from my short siogly HQFKHG % RQHT

¥ &RPELQLQJ ZRUGV ZKLFK DUHQTW XVHG LQ RUG tLdDdbturivgSpdteinidd ZRXO G
meanings and hindering perceptierg, antitheti@l-abstruse, baituratehistoricity, etc.
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Likewise, we can change adjectives into noets®’ e.g,

+HUH LV D JHQWOH <RXYfUH JRLQJ WR QHHG D VRIW &RPH LQW
ambiguous. When it aived, it introduced itself by the name of R. Stone, and growled at your computer
screen. The computer screened code right back at it. And now look at them. They need to be separated.
Should we use the impasse?

When words and phrasese perceived as beirggliberatelyambiguous, the intention of the writer

FRPHV XQGHU VFUXWLQ\ $UH WKH 3UHVLGHQWIV WZHHWV GLV!
VPRNHVFUHHQ D ZD\ RI VRXQGL Qup of pedilekdd qpiéit dofinWricafion’ SHFLILF
device?

Whatif« D 3UHVLGHQW LV XVLQJ what il«QNHQIM torRid e NdisequenQekV
of his visibility on social media, awhat if « he is writing poetry? Either way, his narrative voicd wil
continue to be scrutitf HG IRU DW OHDVW DV ORQJ DV KH UHPHLQV LQ WKH

Many theorists have devoted their careers to explariagningvia the ways in which folkloric texts
are psychologically interpreted by the reader, aitkinvJungian literary gticism, recurring archetypes
in narratives include symbols, images, and character typesrding to MarieLouise Von Franz, story
threadscarry meaning, and archetypes cdhgir own force(Von Franz 1997)

My decisiontoZULWH D VWRU\ WUDQVIRUPLQEPSRBURV { GHK@W DLRQWHUJ DA
notions ofmagical thinking belonging to the reaimspPHDQLQJ PDNLQJY DQG uUFRSLQJ
S UR E @Q3#ré&ityIP94) The narrativesV XUURXQGLQJ WKLV SDUWLFXODU 3UHVLG
name) are upsetting, so storytelling becomes a way of coping with currigicgpeivents. In this story

the President character is recognisalbeit magically distortedtas if through a lem The lens is Hans
&KULVWLDQ 3RIGHRYHORV MV (Adderge® W KHe W6t is as follows: tailors tell
aQDNHG (PSHURU WKDW KH LV ZHDULQJ EHDXWLIXO FORWKLQJ 7
continue to flatter him, hbeelievesthem. (Displaying his own magical thinking.) Outside in a large

crowd, he isproud of how he appears as he parades through the streets, with everyone praising his
invisible outfit. A child speaks the truth, the crondhat what they see, yet the Emperor continues to

pretend he is clothed.

,Q P\ VKR UMW &/ & @ BN Eripeof character (Rex) is not present in the scenes, but is spoken

about more than any other character, particularly with regard teatyee spaks. | decide not to write

uDVY 5H[ EHFDXVH LW ZRXOG EH HDV\ WR |D O bscpiliRs StbkyH WUD S
DQG GLIILFXOW WR IHHO DQ\ HPSDWK\ IRU KLP 7KUHH FRSLHV RI
out and a process redaction is usetb compose lists of adjectives, verbs and nouns

STE.g. the current US President (in20 KDV EHHQ NQRZQ WR XVH WKH ZRUG pPF\EHUY DV
% W VHHPV LPSRUWDQW WKDW KLV ODQJXDJH LV VFUXWLQLVHG (VSHFL
Y L U Dledking & thdanguage of anyone who desires popularity and power and shaagpacenempathy,

there is great potential for danger in the repetition of their speeches.
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Inauguration Adjectives page (Photo credit Jessica Chubb)

Selections from these lists are used within my story, in the order in which they occur. The main texts
being worked wiK IRU WKLV QHZ ILFWLRQDO VWRU\ DUH WKHUHIRUH u
SUHVLGHQW TV essQIDKydshiBOryDiie @rgkrson narrative voice belongs to the wife of

the Emperor.
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The following extract is from the middle of theosy:

,I9YH EHHQ ZRUULHG IRU D ZKLOH EXW QRZ ,fP ILQDOO\ OHWWLQ
DQG ELJJHU RI ODWH ,WfV QRW WKDW KHTV IDWWHQLQJ IURP W
OLNH WKDW ,\gnbigneds LH) BVARAYIDW OZLGHU DQG EULJKWHU WKDQ HY
bought five pairs of new shoes, two sizes larger than the size he usually wears. As he gets closer and
closer to achieving his lifelong ambition, the bigger he grows.

But another strange thing is\a KHEFVHQ JHWWLQJ ELJIJHU KRZ KH WDONV KDV
him for the past few weeksKk HfV EHHQ DW ZRUN DOO GD\ DQG VSHQGV WK
visitors or officials or lovers, or whoever. But three days ago, a meeting had beiporps so he was

here for brunch. | cooked him scrambled eggs on cubed potatoes.

He nodded appreciatively at the food, and with the attitude of delivering a complement, said something
DORQJ WKH OLQHV RI pJUHDW SHDFHIXOPDWIONHIXO JUDFLRXV PI

JHHOLQJ IODWWHUHG , ODXJKHG DQG VDLG pu\RXTUH HQMR\LQJ I

pvi,hH UHSOLHG )RUN WR OLSV KH JULQQHG DW PH DV LI KHYTG
well received. Then he simply returned his attention to his meal.

IW ZzDV RQO\ DIWHU KHTG JRQH RXW , UHDOLVHG , KDG QR LGHD =

An additional character is addgdalled p 6 O DStadefunsettles th&e PSHURUTYV ZLIH E\ UHYHD
EPSHURUYY DFWLRQV DQG ZRUGYV ZKLFK Z HatigdstpbEtwdeR Slav©\ X QN Q
andtheEPSHURUTV ZLIH LV DPELJXRXV L QlakeHhasRgulRrisSve Felisb, dd) G FR Q
visits their home while thEmperor is out, to be verbally chastised by her while he does the household

chores. By the end of th&tory, at the instruction of thEPSHURUTV ZLIH 60ODYH NLOOV
Emperor,andttEPSHURUfYV ZLIH GUHVVHV LQ KLV VNLQ LQ RUGHU WR E

The process of redacting the inauguration address has (in addition to the story) resulig@duttieon

of several pagesontaining handirawn Back lines Theseesembt lines offorward slashewith only

a fewprintedwords(lists of verbs, nouns, adjectives) left uncoveteakchhybrid image/texpagein

some waysesembleshe altered pagesfind LQ DUWL¥Y WNKH BERRNWLFH RI PDNLQJ DU
complicateghe book, the page, the tension between content and f&)BRQFHSW XDOO\ WKH DUW
LV PDGH DW 3DQ LQWHUVHFWLRQ RI D Q¥a&teHthanRtWEIEMFL ®Q PQWYV
(Drucker 2004) The visuality ofworking with text on pages, and the materiality of books as objects,

sources of text, and hybrid art/fiction artefacts will be explduetherat a later stage during this peoj.

This is fully documented in Pari and Il of this exegesis, Transformatioasd Iterations.

39The work ofBob Cobbings worth mentioning here, as a writer who was highly irfliial in experimental

publishing in the UK. Cobbing was a Londbased poet, whose practice involved concrete, sound and

performance poetry. For more information on his life, publishing impramts,writing, se@oooook: The Life

and Work of Bob Cobbinge\ :LOOLDP &REELQJ DQG 5RVLH &RRSHU 6RPH FRQ
which are of particular relevance to this hybrid project are referenced during parts Il and Il of this exegesis.
Theseinclude works by Sally J Morgan, Marcel Broodthaers, Tdnflips, Yoko Ono, and Mary Ruefle.
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Performance Art and Texts

,Q P\ UROH DV D p/LYH 3UHVVY ZULWHU DWI Wikth f8lkiddd RKEPDQFH $
ZKLFK LV EDVHIGHR® @V uUHKBPIO3SHUIRUPDQFH $WKMDGH LZHER LI\WMH VD (
HQFRXQWHUV EHWZHHQ DUWLVWY DQG SXEOLF™ DQ G +ihekeH /ILYH
LVQITW DQ H[SHFWDWLRQ IRU RXU ZULWL @JTW RerR®irhande Arekdd. HZ R U
is an annual live agvent on Wellington waterfrontthe Arcade hub is built from shipping containers,

and looks like a strange miniature city. As well as artists and Live Press writers, there are also musicians
playing each mjht. Inside (and around) the shipping containeational and international performance

artists engage with the general public who are a combination of pagsansl people who have come
VSHFLILFDOO\ WR HQJDJH ZLWK WKHaBUWLVWVYT ZRUN DQG RU KH

For this publicly available piece of writh , GHFLGH WR ZULWH D PDJLFDO VWRU\ [
experiment with what happens to the agency of the characters. Will I still be able to ntlaenidiision

of independent agena@y will this H{TSHULPHQW S UR G X F H*whesaiarRiyes @peBrK DU D F W
self-consciou8

The characters are chosen: the Director of the Performance Arcade (Sam Trubiglge)ther
(William Trubridge)who is a freediving championand the artists whose woik being shown. My
source material for the folkloric elements (the strange or magical, liminal spaces, binary oppositions,
transformations, archetypes and symbolic objects) is therefore on this occasion not a writterstext. It i
the entire Performance Arda, viewed as a text, which | am attempting to read.

7KH WDOH RI WKHVH EURWKHUV LQ pddided nartativefwhich d2longH® G\ D E
them and their family. Initially, there is some anxiety aboirigitheir real names, as myriting (or

my role as a writer) could be viewed as judgmental, sentimental, or invasive. But for this particular
SLHFH RI ZULWLQJ LW LV LQKHUHQWO\ pULJKWYTY WKH\ VKRXO
achievements. There @édso a lot of respect for ¢iir narrativesteach brother isuccessfuin his own

field of expertisé". p)UBHYHUY DQG u3HUIRUPDQFH $UFDGH 'LUHFWRUY DU
and yet these aspects of their personal narratives can alsdeweop the plot and their fional

characters:

Narratology proposes that the objective meaning of each human action and the meaning of
human life as a whole is best understood when viewed as a narrative. This implies that the
acting subjectlefines himself and describes his identityother people with his actions within

his personal narrativéOgunyemi 2014)

:LOOLDPTV GLYLQJ DFKLHYHPHQWY DQG 6DPYfV DQQXDO FRQVWI
actions xthese current achievements will have tHeindations in early experiences, reveries and
memories, actions and events which have constructeddbaiities angersonal narratives.

A decision is made about the content and title of the sty 7DOH R 7 Z RwibharReWwiyH U V
two charactes, and their distinct identities will be defined by SAid® QG :LO O L D PHficiomaFW LR QV
William will explore a miniature city within the depths of the ocean while learning to dive, and fictional

Sam will ask him questions about what he observed, sarhénagine and reimagine, and later invent

and reinvent a lanbased city in miniature.

40 J David Velleman provides an interesting discussion on the first personal pronoun in relation to writing as a
MUHDOYT FKDUDFWHU DV R(B&URASHNE eXdRpl® ofNgpolon RaQdidduseR ah the anpert

of using his owrmemorieof images/places Napoleon might also have $¢etieman 1996, 60)

41 For moredetailsabout SanTrubridgef V. D U W L V W L IftpS:vBviv \samErlibridge-ddnT o read about

William TrubridgefV IUHHGLYLQJ DFKLHYHPHQWY VHH KWWS ZLOOLDPWUXEUI
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My time at the Péormance Arcade is spent hunting for magic, and as | walk anmakihg a list of
potentially magical thingdictional William swims invisibly alagside me. | evoke a sense of curiosity
and wonder in my search for magic and find much withinAteade which | either perceive as being
magical already, or as having the potential to be made magical within fiction:

A fortune teller,

a figure holding agun,

a man searching for poetry along the waterfront.

A story about loneliness pasted to a veala wild wind rips the corners of its pages.

The smell of the sea.

A woman crying about her friend as if her friend is secretly her lover.

7TKH SKUDVAKLPOYRQFORXGY FKDQWHG HHULO\ UHSHDWHG RQ D OR

| am given three hours to write the first drafhd will edit it overnight. The story will be printed and
distributed tomorrow morning. It is nighime. | am in a metal container, where other people are
working on computers. From outside, | can hear a band playing, and the sounds of people ladghing a
talking. There is a smell of beer. | dissociate from these things, and slip away from myself as | imagine
P\VHOI FOHDUO\ uDV 6DPY g@my dleY tHe bLyle\&rnd R@ter® obtbePhabative, as
with other narrators, | have to go beyond giming +in order to evoke empathy and retain a temporary
belief that lamhim. This belief allows me to walk beshod on concrete while feeling the declaof
ERDW XQGHU 6DPYV EDUH IHHW DQG WR DOORZ P\Vit®foWR IHHO
:LOOLDPTV VDI Hraughtyme&td carairier at nighitme. Outside, a mobile phone is ringing
andthe smell ofchipswafts pastWrapping nyself in the blanket | brought with me, | keep typing. |

am a boy, lying on my belly on the edgeaoboat, and my brother is deep underwater. While | am
waiting for him to surface, | am breathless.

To make the story appear folkloric, when the underwatgiis described, magical elements within the
BHUIRUPDQFH $UFDGH DUWLVAMWAUEZRYGE DDUHS DOD 0 XKE\HDG@ HV IR QREU UGH V
is used The storyis printed and distributed at the Arcade, and posted dfliham reminded of the

powHU RI VWRU\WHOOLQJ WR FRQQHFW SHRSOH DV , DP KXPEOHC
describe it as a gift to their family. Over time, they share further narratives aboliteeft

A collaborative live performargc(on the theme of grief§ presented by myself and my partner Sally J

Morgan on Matiu/Somes Island, as parPefforming, Writing: a symposium in four tefi. The title

Rl WKH SHUVRU P D/Q Nitis GabnDardIkloric text with many versioffs The plot is as

follows: Aking has three daughters and he wants to know how much they love him. The older daughters
compare their love to diamonds/eyes/the wdslat the youngest compares her love for her father to

salt. He doesn't understand the sigaifice of this, banishes hemd she later prepares him a meal

without salt. The flavourless food makes him realise the extent of her love for him, and they are
reunitedIn King Leaf’, Shakespeare references the same folk&ataother significant texwhich

influenced the creatid ZULWLQJ IRU WKLV SHUIR UHeD@taribrghDsidkafldeD Q] .DINL

42 For a comprehensive description SFORW VWU X FW X U&NY W@ Ho Z{BIBRd rBPOTRM V |

43 A link to this short storyA Tale of Two Brotherss included as Appendix .

44 William Trubridge published his memoi@xygen(HarperCollins) in2017. During 2018 Linda Trubridge
published her memoiRassges,andSam Trubridge completed his PhD theflavid Trubridge received the
NZ Order of Merit br services to design in 2019.

4 We present this work (and previodiiie art/performanceollaborations) using the name: Morgan+Richards.
46 Aarne Thompson classification: AT510 Love Like Salt.

47 Date unknown, but thiirst performance noted on the StatidrtU VY 5HJLVWHU ZDV LQ

48 A king disposes of his kingdom to two out of his three déeig, with tragic consequences. The third
daughter has not been able to adequately declare the extent of her love for him.
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1915) Metamorphoses and transformations occur frequently in folkloric teftem) as a result of a
curse from a malevolécharacter, or as a form afipishment for thinking or acting in a particular way.
Grief could also be described as a transformative or reconstructive expEtience

Performance has a different relationship to time and audience than individually exmkrigittsn

texts. It is a sharedctivity, where time and duration is dictated in the present by the performer as a
HMOLYH DFW T $ |IXUW K pedor@gahtead had bedididewvtifed By Rnhanda Coogan who
KDV QRWHG WKDW D OW KriRployKstradddiesl RuchPd3 Qalibth shitd iviprivisation
associated with theatre and drama, it rarely employsoplearrativé® « “(Coogan 2011)

Written during the early stages of this research project, a series o\ghaoft\ B & Like Salt + ; fform
an exgrimental sequencé&he text selected for use (due to lack of plot and thematic link to grief) in
this performance is as follows:

Love Like Salt

Grief is a metamorphosis inside the body. First it seals the mouth because words gain wrong meanings.
Euphenmsm, euphemism. The word dead is xxxxxx out. Transformed into lost

eyes are layered with salt condensation,
ears have selective rules.

Inside the bdy, Grief morphs into an insect with a sharp sting. It is endangetingrows articulated
legs, and cravd through the cage of stacked ribs, squeezing abdomen through wreckage.

The rhythm of its wings mimics shallineathing.

There are no bruises grazes and yet skin feels sedped-off raw. It yearns for oceans to float in.
If there was any mineral wti could kill grief, it would be salt.

The insect buzzes inside tight shoulders, the tremor in hands is-@béepaothing. Arms ache to hold
somehing big enough to fill them.

Nothing is enough: enough is Nothing.

At night, the brain misfires. The insgrbds the amygdala with antenna and claws, creating emotional
remembrances of un/known ancestors: trenches and earthworms, magnified images of
phaosynthesising cells. Summer lasting for sitH YHQ \HDUV URVHVY EORRPLQJ RQ D

Heaving theheart into the mouth, it has already been bitten by mandibles. But its flavours are
preserved: there is something of blood. Something of plans stem

Something of salt.

6 6 5XELQTack Mokl of BereavemaV 770R% 3VXJIJHVWV WKDW WZR SDUDOOHO
grief, as individuals oscillatketween experiencing deep feelings of grief and fostering a restorative focus on
UHFRQVWUXFWLQJ WKHLU ZR (NevzZedand DBurhgltef Psgdh&logyy Vol 40, No 3 2011,

80)

% :KLOH , ZRXOG DJUHH WKDW SHUIRUPDQFH DUW UDU ha@atveVHV pSORWY
might often occur, particularly when text is involv&ke my later discussion (Rartll Transformations

FRQFHUQLQJ 6DOO\ - 0R @ridiiv@ fh\heblivé-peFoxniabcd/de@adl it@ in Diagramswhich is

DOVR UHLWHUDWHG LQ KHU DUWLVWVYT ERRN RI WKH VDPH WLWOH
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This text is a subjective example of magical thinkisg description of how grief féelike an insect
ZLWKLQ WKH ERG\ O\ IDWKHU GLHG VXGGHQO\ LQ DQG PXFK
her grief for her father.) Nowhe performance is over, the written/printed words which were read aloud
VWLOO HJIRWW DLW W6 Bh@ewh§ unrecorded dialogue of us speaking to each other, asking
questions back and forth now only exists within mem@at if« 0 H P R Widdrwersations fade,

and die. And then what remains of the live performance, when both speech andwenitrgp present

tover time willit become half of a thing, with photographic images and one short text continuing to

exist, while speech and ritualised acts fade to insignificance like the ghost of a voice?

| write a journal article tanorefully documen the performance as a mdiliyered text, in line with

7TRQ\ 6FKLUDWR DQG -DQH :HEEYfV YLHZ 39LVXDO FXOWXUH LQFRI
the body and the emotions, and which therefore are a sensate rather than a purely intellewtuad mea

FRPP XQL FE&NMitat® ZD04, 6566). This article enables the performance to be documented as a

story narrative and simultaneously gives form to the ghosts of our spokerrtoices

Reversing the lllusion

In order to fully test to what extettie illusion of independent agenisyintrinsic to my fiction writing,
| write a text which instead uses the practiceetélling as a form of translatiginto present tense and
first person).

Giambattista Basile was awenteentitentury poet from Nap$ and the written (fifty) texts forming
The Tale of Talewasthe first authored collection of Western European fairy t&asile wrote this
collection in the dialect of Naples, but it has only recently been transtatefnglish fromdialects,
UDWKHU WKDQ VWDQGDU G7 K\W DS@LHHE L QdlyasBRRDIG)ShiQ R |
FKRVHQ EHFDXVH , KDY HsD flaah &pjgrbiioh lwitBoGt frablicrig tiotitHadvance

Initially, | only read the first paragraph, which is written in past tense and has an omniscient third person
narrator. My first task is to choose a fipgrson narrator. Several characters are present (fathers, sons,
soothsayers), buhere is no merin of a mother figure. Savithout reading onwardsdecidethat the

narrator will be an omniscient ghost mother (so subsequent events can be observed and interacted with).

The next stage involves reading only three paragraphs at aammaewriting them into first person
and present tense, while keeping the plot points which seem most relevant in terms of advancing the
story.

This whole process is awkward, particularly due to the following probl€hesmother/queen character

makesa briefappearance as a living person at a later point in the story. The omniscient ghost is too
PXFK RI DQ REVHUYHU DQG LVQTW LQYROYHG HQRXJK LQ WKH DF
much longer than expected, due to having so many chezracte a epic plot. Some of the plot points

DUH GLVWXUELQJ DQG WKRXJK , WU\ WR FRQWDLQ P\ RZQ HPRW
QDUUDWLQJ FKDUDFWHU LW GRHVQTW UHDG LQ DQ DXWKHQWLF
the magc GRHVQIYW PDNH DQ\ VHQVH ,Q &DOYLQRYV YHUVLRQ ORU
towards the endsa deus ex machina who explawBy everyone is static on the Isle of Tears. Within

51 This article is published iRerformance, Research: A Journal afrforming Arts, Volume 23: 2018 Issug 2
andthelink is included as Appendix II.
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my story | change Morgan Le Fay into an archetypal wizarddigund mk&e this character the same
SHUVRQ DV D ud/presebetidbadinming Rf my story.

7KH OHQJWK\ ¥®& R WiBhp\Veivaoda now, and treated as an experiment which enabled me

to understand the relevance of empathy withinamging process. | have learned from this that without
evokingthe illusion of independent agency, FDQTW SURGXFH D QHZ WH[W ZKLFK LV
ZKLOH DWWHPSWLQJ WR pWUDQVODWHY RU UHWHOGt D& H[LVWL
narrating character is inauthentithecause, G R Q fgéhuikeH@pathfor herl have mechanically

produced a contrived versionloér story Without empathy for her as a character, she has no agency to

be able to tell her story, and | also haweageng in this process of reproducing an existing narrative.

As a writer who relies on evolving processes, on defamiliarisation, on magical thinking and the agency

of narratorgn orderto maintain an interest in the text, | am now practically asleep.

I am atmy desk, reading black words on a white screen. There are islands and oceans which exist as
fleeting images. The characters exist as sentences formed by words made from letters. They exist as
punctuation marks: KD W dge#«cy is absent, during tpeocessof writing? : KD W the avriting

process has been dull, taken a substantial amount of time, and yet nothing worthwhile has been written?

What happens now, in this space of no agency, is that | am remembering. | am remembering
vulnerability. | amremembang being at art college. | am remembering who | was when | first started

writing stories. Back then, the story | was writing was a personal stdRQH , FRXOGQTW VSHDN
7KH VWRU\ |, FRXOGQTW WHOO $QG GaxXelyly@ak Wl ,MoutSaHWhInR G RI1 P\

So | wrote my story down, reversed the words as imagesisautlirpentineto print themas ghosted
letters on white fabd. Fragmenting it. Tearing it apart, so gently.

| printed these fragments of my ghosted storg piltowcases and bedsheets, nigihtsses, underwear,

shirts, blouses and handkerchiefs. These intimate fabrics had all been stolen or boughthaecdond

None of these fabrics touched any part of my body apart from my haeder wore white, back then

| believed my body was a stain. White fabric gave my ghosted story space to breathe on and threads to
cling to.

I hung all this fabric on musiooom walls which became like paddeells, or crammed it into a suitcase

so that people were surprised by hmany wods and objects came out of such a small container, or
strung the fabric by pegs on lines across a lecture theatre as people in tiered seating reached out to
touch the fabric, and were tangled in my ghosted story.

A man who could see read my worttsua toa young man who was blind. The blind man held a bra in
his hands, stroking it as if he had never felt such a thing before. | was mesmerised by the expression on
his face, but never told him.

Some of the people who read my story were wearing wabitérg as if it meant nothing.
And when it was all over, | silently took all my words away with me.
Without agency, | am remembering vulnerability. | am remembering fragments.

But | am also remembering images, objects, and text, and the strength dértice biat wrapsitself
all around these things whewW KHUHYV D VWRU\.ZKLFK FDQTW EH WROG
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PART II: Transformations
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Un/Tellable Stories

This section describes a process of printing texts as multiple layers onto pages cut from olghlpooks.
8QWHOODEOH 6WRU\T LV UHSHDWHGO\ SULQWHG RQ WKUHH YLQ\
WKH SDJHV EHFRPH L P DheHMW HHV'KI RN kSR takenithrough an iterative
SURFHVYV ZKLFK HQJDJHV Ztowt&ptusbtbrmd aftBe\stdly W tra@skdrnied/teRtually,

visually, and materially, resulting in antique book pages being shown as parinstalation, titled
RalimpsestsAn ([KLELWLRQ?%RI 3DJHVT

In 1991, | was accepted as the first student to emmothe Visual Performance degree course at
Dartington College of Arts. As Sally J Morgan (the course leader of Visual Performancetamé¢hat

and now my performance collaborator and spouse) recalls in an artiobeevelyco-edited together,

| told her during my interview | wanted®®be somewhere that people wéneerested (Visual
Performance, A Way of Beirg019) | consider myself lucky to have been able to attend the course, as
peoplewereinterested. The materialssed within my installations and performance works between
19911994 were photographic images, printed text, domestic objects, grey slate, and white clothing.
During my final year my work was selected to be used as a pilotddPeénformance Writindegre

course (which commenced Beptemberl994). Ric Allsopp writes about the field Berformance
Writing as follows:

The field of performance writing defines writing in its widest sense as the investigation of the
performance ofdnguage. By acknowledginiyat textual events are produced not only through

a syntactical and semantic exploration of language but also through the impact of its material
treatments, Performance Writing is highlighting the great diversity of artistic aieklyw

practices, both witin and outside established literary traditions, which rely on the use of text

DQG WH[WXDO HOHPHQWV« 7KH WHUP SHUIRUPDQFH ZULWLC
transformative play of text as performan@&lsopp 1999, 76)

Jacob Edmond has recently publishake it the Sami@ which he explains how the term, performance
ZULWLQJ HYROYHG LQWR WKH WHUP pFRQFHSWXDO ZULWLQJY L
the performaoe writing course directoat Dartington (1992001). Make It the Samexplores the

history, politics and social contexts of textual practices involving repetition, copying and iterative
poetics. Although performance writing at Dartington could be argubdslgribed as being focusisen

the AnglecAmerican avangarde, inMake it the Sameizdmond expands the research on iterative
poeticsby comprehensively revealing that copying practices and iterative poetics are a global turn
within literature.

Indiscusd QJ % H U JY D O OpfevexuaHteRlioRsXamdwdrsions across media within her artistic
practice, Edmond describes how repetition is understood within the practice of performance writing
when he says:

These many versions and repetitions in turnesscbre a fundamental terwdt performance
writing: that a repeated text is never the same, that it is always inflected by the medium and
body through which it is enunciatg@Edmond 2019, 135)

In Junel994 | graduatedt the age of twentpne )RU WKH SDVW WKUHH \HDUV , KDG S
durational performances over several days and nights. This was because the personal stories | wrote at

that time were affected by my inability to speak them. TRy UH PLQIOHFWHGY He S WKH PH
ERG\" RI D VLOHQW DQG VLOHQFHG \RXQJ ZRPDQ , GLGQTW \H

52 palimpsests an exhibition of pagewaspresented by Madaleine Trigg and Jess Richards at Te Pikitanga
Gallery, Massey University LibraryWellington(March 2019.
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characters. | believed in being able to hear a voice inside my head when | was writing, who sounded a

little like me. | erountered a great sense of safety nvheemoved the expectation of verbal speech

from my interactions. | wrote pages and pages of words in an art studio after five days and nights of
being silent and not writind. Hours of frantic handwriting about theaginess of not writing, about the

comfart of silence. Paper filled, thrown on the floor, later typed up and pinned to a gallery wall. During
WKRVH WKUHH \HDUV DW 'DUWLQJWRQ , DOVR SULQWHG UHSHDW
worn, pastedragments of writing onto lightoulosk DW GLGQIW ZRUN DQG ZURWH SR\
never postetf. The story | was repeating was violent, and not once did | read it aloud. What | realised

during that time was that any story could be told, and in atg styut | could onlyeverspeakmy own

stoty, by writing it.

In 2015, John Hall, the poet, academic, and founder of the Performance Writing BA Hons course
showed me a poethhe had written twenty years previously, which was published in his book of essays
about Performance Writing. This is hdwe described my work:

Z saw the words that came out of her hands
she saw that once they were there
on the fabric or on the paper or on the post cards

from that moment on they were there to be seen

she saw that she had made something
and that she hanade something that passed beyond itself, swinging
from garments on a line, say, but linking messages one to the other,

suggesting stories of personal violence

she saw that she had made something

WKDW LQ FRQWUROOLQJ VKH FRXOGQTW FRQWURO
in putting he words out into a space

which others moved in and out of

there was a performance space in which these others hadaiarpe

caught in a narrative of swinging things and meanifidall 2013, 29)

SBMyfiUVW GXUDWLRQDO p6LOHQFHYT SHUGRQPIKMWAH OBRRWHG, IRRIXWE&QHW &
LQ D QRWHERRN ZKLFK WKH DXGLHQFH FRXOG DVN WR UHDG DW DQ\ WL
G L G Q 1 \8pebdd & RigtingThis perfornance lasted for five days and nights, and was a collaboradih

another Visual Performance studéfara Reesyho also workdwith themes of silence.

54 These objects were shown as installations in various locations around the a@llegsesic room (dklike,

soundproofed and small) and inlecturestyle room where the installation was set up while the audience were

still sitting on the tiered seating. Therformance involved the audienoeingtangledin thin rope,on which |

peggedwhite clothingcontaining fragments of text.

55 Though | dscribe this text as poem John Hall finds this description surprisingfter reading my reasons,

hekindly agreel thatl could call it a poemand haslsogivenhis generous permission toclude itin full.
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All these years l@r, these fragmentegtoriesfJohn Hall wrote about are still an unspoken, untellable
story.

The story is fragments, is memory trapped insidbebodyasmultiple ghosts. In 2016 | tracked down

an email address for the violent man whose actions Wa& ® SWHG WKRVH pVWRULHV RI S|
so | could finally say, directly to him, what | needed to. | wrote an email and sent it, hoping he would

either gologise, be frightened of me, or admit his crime. Either of those three things would be a
resoldion.

He never replied.
Or perhaps he did.
Silence is an answer.

| find my printout of the emarf and photocopy it repeatedly onto three pages frointagefairy tale
book, alluding to the triads which are often present in folkloric texts: threstpuants/rewards, three
ZLVKHV WKUHH XQUHVROYHG KRSHV«

HOW TO GHOSTWRITE:

Invite no witnesses.

:ULWH WKH RQH VWRU\ WKDW KDXQWYV \RX VR PXFK \RX FDQIW W
Replace the ink cartridge of a photocopier.

Place your untellable story face down on the glass.

3ODFH SDSHU WKDW VKRXOGQTW JR WKURXJK D SKRWRFRSLHU L
Press copy. Wait. Move the story. Stop.

Place the copy in the paper trdyayer the story on one page.

Repeathe last two stagesntil the layered story becomes invisible; a ghosink.

When the story is illegible, burn it, drown it, hang it or bury it.

Take a breath.

Look elsewhere.

Write a story that you desperately want to tell.

)LQG WKH JKRVW LQ WKH VWRU\ DQG DVN LW upuZKDW GR \RX ZDQ

There is an intensity anablition to this process whichergeson violence tat first the words become
visible and | continue photopging them in layers, obliterating them so no one can ever read them.
Once the three pages are complete, | can barely look at them.

These pages aleud ghosts, a reversal of silence. Theyrarise.

Though there is an established and weltumentedNoise scene (which emerged from avayarde

concrete poetry) which explores language in audible and sonicfotmese | am referring tooisethat

is made on the page/screen when text becomes visually confusing due to proliferation. Examples would

be fast visual interactions of online texts which are overwhelming due to their quantity, or text made
visually mesHike or weblike on the pagetfor exampeg, in visual repetition of texts by overprinting

VXFK DV 5RVP D Waidp FDi@digUR S Which she layers lyrics written by James Camp
repeatedly on the same page. My definitiomaitealso concurs with the general usage of this term in

the field of Information Theorythow signals/signgterferewith clear communication of a message

(C. Dworkin 2003, 47pand also thewoise 5XVVLDQ )XWXULVWV GHVFULEH XVLQJ V

%6 Thoughthis email is not a storytp meit represents this onas it isthe only way this story can be un/told.
 )RU H[DPSOHV Rl WH[WXDO DQG SHUIRUPDWLYH SUDFWMFithy LQYROYLC
Aloud: The Sonics of LanguagéaBelle 2001)
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emitting from the surfacef a work of art{C. Dworkin 2003, 45)My three pages contaimise as an
image. Theinterferenceis repetition, applied to this text in order to transform it. Ndiseomes
message; message becomeise.

An Untdlable Story (Photo credit Jessica Chubb)

It is possible to examine the surface of the thpages and see the structure of text, or the material

gualities of vintage paper, or shapes beneath layers.offigkfairy tale liustratiors buried beneath the

QRLVH KDYH D YLVXDO GHQVLW\ ZKLFK YHUJHV RQ VihspeVWHU 3:
us, become, in shofles parasitesinfecting, spreading, and disabling, but also structuring, adapting,

P X W D W(CQDworkin 2003, 49)The density of the textual layers is influenced byrtt@ement

and directions of the handovements involved in their overprinting. When copied horizontally the

illegible text appears calm or at least organised. When moved asocewtral point (see the middle

page in the image above) the illegible text lmees a blurred vortex, drawing the eye deeper into dense

ink. 7ZKH FRQWHQW RI WKLV XQWHOODEOH VWRU\ WKH puSDUDVLWL
destroyedhe fairytale on th@ages.

On the bottom of each page, the typed capitalisedsvoO NOT READ THIS are eommand to the
reader/viewer that ends with final full stop.When reading is forbidden it becomes tempting, yet

reading this illegible text is im@sible. The content isalluded to by adding the legible titl&N
UNTELLABLE STORY. :LWK WKHVH ZRUGVY WKH IDLU\ WDOH SDJHV DFFH
look at them. | have no idea if thee loudpages are good or bad things, worth showing foséhke of

RWKHU SHRSOHTV RSLQLRQV RU HPRWLRaGE. AR @ddrrigwWiKtimBeX UQL QJ
all that matters is that this hidden story remains hidden. As | place the three pageskadawer,

wood slidesagainst wood, it is shut. metal click of the lock. $tand still for a while, fingertipping the
desk,consdering the sounds of objects.

And now, | am contemplatintpeir silence My silence.The silence oéll hurt objects.

The silence of this untellable story thickens in my &rdgain, it breaks apart, becoming fragmented.
| am used to thid.can dissociate. As Judith Herman obsereesg a survivor is safe, the trance ability
can be used for less traumatic purpogderman 1992) know what todo, because | have written a

list. Lists can be easily referred &hortened, repeateor reversend

48



JLQG WKH JKRVW LQ WKH VWRU\ DQG DVN LW upuZKDW GR \RX ZDQ
Write a story that you desperately want to tell.

Look elsewhere.

Take a breath.

In working with a version ofCinderellaf | defamiliarise the narrative by writing from the point of view

of object narrators. As the chair of the Program on Folklore and Mythology at Harvard University
H[SODLQV 321RW VXUSULYV LMtidsforivaioR bltoHseekWwoKdbahgeWididredidl F
UHDGHUV LQ XQFR@atdd 20N0| $¥82)DThe Addincd text for my version is of Scottish

origin. In the AarneThompson classification system, its taleSyd LV GHILQHG DV pupu7KH 3l
+HURLQHY ,W FRXOG DOVR EH GHVFULEHG LBodkeRBROMHUTY WHUPYV

In writing a triptych (which forms a short story when read sequentially) from the point obfikmee
dressesayoungRPDQ ZHDUV , ZULWH DV WKH pVXEVWDQFHY RI WKH IL
to tell the story of ma abusedoung woman. There are several intentional similarities to the Cinderella
tale.3,Q VLPLODULW)\ bfahteib takex téd @fl&H W HFPHH SH U O BN¥medffl2G08,Q W L W\

4). In many versions of the Cinderella story, a young woman wishes for a particular colour of dress, or
wishesfor a dressvhich resemble something ele (starlight) etc. In my triptych, the three dresses are

made from snow, darkness and mirrors. In order to evoke empathyaiitision of independent

agency whilewriting about snow as a character and a substance, | freea@adurechina doll in a

block of salted water, and film the ice melting under hot water in a metal sink.

Melting IceDoll (film still)

| watch the film over and over again. The melting process takes the block of ice from solid white, to
translucent silver, to snath-surfacedFXUYHY DV WKH GROOfV SDLQWHG IDFH DQ
Gradually, the ice disappears, revealing a damp china doll.

The following extract is from the beginning of the story:
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I am snow on a mountain, catching the thoughts and dreams of peopdy aséthrough the air from

WKH YDOOH\V EHORZ :KLWHU WKDQ DQ\WKLQJ HOVH , DP DOPR\
night, all the light on this mountain comes frora thoon. It glints on the dreams and thoughts as they

arrive here, before¢hey rise away further, into the night sky.

One young woman in the valley below has a sharp clarity to her dreams, and they show me she is
discontented and neglected.

While a full nmon moves over me, | glisten and examine her dreams.

This young woman s@s in warm ashes. She dreams of a phoenix and a golden egg. She dreams of a
peacock and hen. She dreams of having a mother who loves her. She dreams of dancing and flying and
singing She dreams of leaving her stepmother. She dreams of swimming ant@mdtreading. She
GUHDPV RI RWKHU IDPLOLHV VKHfV VHHQ LQ KHU WRZQ 6KH GU
each other. She dreams of feeling something more than num8hesidreams of ice cubes and frozen

peas and vanilla cream in cones.

Shedreams of a dress made of snow. She dreams the same dress again.
She wakes, wishing for it.

And | am snow on a mountain. If | am to be made into clothing for her bruised body, dtestaimn
me, and the warm air from her lungs would turn me to slush.

IPUHGLFW P\ RZQ IXWXUH EHFDXVH ,YfYH VHHQ LW FRPLQJ LQ WKI
now, | remain snow on a mountain, clumping together my own slow wishes:

That winteraw WKLV KHLJKW ZLOO ODVW DQ HWH U&doids whikhikiss , 100 O
my exposed surfaces. That | can remain soft, but with a core strong as ice. That more of me will fall

and the more volume | have, the stronger | will become. thikagky will remain open and the dreams

and thoughts of people will cantie to arrive one at a time in the form of compacted ice crystals filled

with strange images. That nothing will ever caress me but the clouds, and the light of the sun will never
cutinto me.

%XW SHRSOH GR QRW KHDU WKH ZLW&Habud.l DQ\WKLQJ ZKLFK FDQ

In many Cinderella tales, the dresses exist for a limited amount off@tne stroke of midnight they
revert to being rag$n this story, the agent of change is agirince, but the seamstress who has made
these remarkable dressé&xie to the limitations of firsjperson point of view, each story within my
triptych can only last as long as the dress is capable of tellifgatfollowing extract is from the end

of the part of the story which is told by the dress made of snow:

Her body lurns me. | drip down her legs as she goes to a party and all eyes look at her as she dances
ZLWK D PDQ VKHYV QHYHU PHW EHIRUH

He presses himself against me and it is almost unbkgraéing melted between two hot bodies.

Her four hours are nearly ovemna they are still dancing, stepping around the drips | leave on the floor.

, DP EDUHO\ KHUH 7KH \RXQJ ZRPDQ GRHVQYW IHHO WKDW KHU |
are flakiQJ RU KHU EXWWRFNV DUH WLQJHG E O Xéfice hiothhGrRr M Q TW QR
am thinning into holes against her thighs. The man she is dancing with grips her hand, steps back and
looks at her.

She looks at his lips.
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He looks at her body.

As he grips us too tightly again, she notices the clock on the waliraalls away from him. She runs.
+HU IHHW VNLG RQ WKH SXGGOHV ,1fYH OHIW RQ WKH IORRU

+H FDOOV DIWHU KHU upFRPH EDFN ¢
+H FDOOV DIWHU KHU pup, ORYH \RX ¢
He calls afterher ufZKHUHYHU \RX JR ,00 ILQG \RX 1

7KH \RXQJ ZRPDQ GRHVQIW ZBQ@WIWR BRWHWEDEN BRWHGRRU S XU\
GRHVQIW NQRZ 6KH UXQV RXWVLGH LQWR WKH FROG QLJKW DLU

As she reaches her home her lungs acbe fgasping, her body is burning and she can feel every soft

hair on her arms and gs. She has spent years lying by a fireside trying not to feel numb. And tonight,

IRU WKH ILUVW WLPH VKH UDQ DZD\ IURP VR heavibkdt QoiindsK H GLGQ
She is full of blood. She has forgotten me already because she no leadsmme.

But | have only moments left.

She goes into the kitchen. Lying at the fireside, her thoughts drift through her hair. They float on my
steam, out of the witow, past the seamstress who lingers outside in the cold.

| trickle through the ashes whicRERDW WKH \RXQJ ZRPDQYV VZHDWLQJ VNLQ
Falling asleep by the fireside, she dreams.

And | am gone, completely.

The plot of mydressnarratedW U L S W \ FTike YW RIUI\ ' UuHefevsHd/skveral common elements

of Cinderellatexts in recognisable ways. (foung woman lives with her abusive stepmother and wears

three dresses on three different nights.) There are magical elements within the reveries and dreams of

the Cinderella character (and references to a party/ball, bare feet, the need for escapa)n Poénin

of differentiation (and simultaneous defamiliarisation) in the new text is in the agency of the dresses as
speaking objects, and their ability to expréssrelationship between the seamstress who made them,

DQG WKH \RXQJ ZRPDQ DPQBRMRQ WIRILRMUGWSHQG RQ D VKDUHG H)\
WKH REMHFW DQG WKH UHSUHVHQWDWLRQ LQ VLPLODULW\ DQC
(Nemeroff 2000, 4) 7KH pV\PSDWKHWLF P DJLBeiwednHieHbuRcel Xt anwiHhisP

triptych relies on similar elements and also contagion. The contagidrat is now being transmitted

trelies on theessenc®f the Cinderella textstthe triptych holds the central theme of the tale tgpe

The Persecutedt HURLQH 37KH VWRULHV W K HsRiftdrsQridfipiiing Xr@pFn8L. RQ DV
versions of themselves as they are retold and as they @iV H L Q W R (Ratak2g10, B6iTel D~

dresses as speaking objegtsvidea new way to read the Cinderella story as we considerdtfiect

on the central character. We aaroexperiencefrom the perspectivef clothing,how it might feel to

be worn Folklorist, Eli YassifVD\V 3SWKH WUXH LPSRUW D Qt§ ¢onRitbutio W tHeJ W H[ W X L
FRPSOH[LW\ RI WKH WH[W FUHDWLQJ D SRZHUW&6D1¥V/HFW RI
57).

The last clause of the above quotd PLQGYVY PH RI WKH ODVW OLQHghHtuReP -RKQ +
QDUUDWLYH RI VZLQJLQJ WKLQJY DQG PHDQLQJV’

:KDW thése words were written at exactly the same time, though they were penned by different
hands, in different locatiofls
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: KD W d.dtary iswritten over and over again, by the same persomersame location, on the same
page?

H7KH 7KUH Hshdo Htbry kbW fieeds to be hung, in ordeodoomea mult-t OD\HUHG pVZLQJLC
WKLQJY 7KH VWRU\ LV ZULWWHQ LQ WKH YRLFHV RI WKUHH WDO|
imagine the wgp and weft of snow, ink threads so tightly woven they become darkness, and the
thickness of a fabric capalidé supporting the weight of a shattered mirror mosaic. | have recently been

gifted a new findined penlts lines look like thin threads of spidék.

With the finelined pen, | transform the printed story intongentypage drawingtRU D pGUDZQ VWRU
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Drawn Storypage lof 20 (Photo credit Jessica Chubb)

53



On each page, evelstter is linked to another letter with an ink thread. | choos@svaithin the story
to reveal, and draw threads pulling away from them. Strandsvisual and textualveb appear
stretched, about to breakhe lines are drawn to the bottom of each page page numbers become a
vanishing point, creating the illusiofi tinreedimensional shapes on the flat surface of paper.

7KH ZRUGV ,1fYH FKRVHQ WR GUDZ DWWHQWLRQ WR DUH WUDQVFL
(within the first iteratiorof this story) belonged to the narrating dresgeshis second it@tion they
form acondensed narratiwghich describéhe emotional changes within the persecuted young woman:

One young woman dreams deliberate numbness. Her lungs rising, remaiallsafitl §end all prayers
upwards, transforming warp and weft as dteaShe may never return to her thinning body, or her
home, the kitchen. By the fireside, she dreams.

Darkness summoned through the eye of a needle

stretches, unthreading light.

JRU UHYHQJH VKH ZRQTW HYHU ORYH DJDL QtoucH berDésiceg: FDVW QR
she is dreaming up ghosts.

She pinches at her fingers, trying to change herself. Her body is some collection of tricks. A puzzle. A
toy. Her holexonsume her, but her own darkness expands around her and inside the chambers of her
heart

sKH FRYHUY KHU VKULHNY 6KHfV IUDJPHQWY EHFRPLQJ D ZKRO
ash, bruise and door. The young woman reaches for trouble in ghawels. She wants hooks and cold
knives, sharp silver lips, a cracked heart to filttwiDoubles of herself

in a hungry embrace.

7KH pGUDZQ VWRTUKMH YHKUWHRES BRE Musivrof a tactile surface, as the threads
appear as if they cadihave been woven or se¥inThe visual metaphor of interwoven threads mirrors
the intetextual process of felling folkloric texts, and the threads simultaneously connect with four of
the characters in the story: the three narrating dresses and thetresammho makes them. The text
remains legible and the addition of drawn threads stbwen the process of reading.

As the drawing of threads adds illustrative and metaphoric-(ikeld woven / threaded) layers, each
section of the triptych is repeatgdbhotocopied onto three pages of watercolour paper to make it
illegible, renderinghenext iteration of the storg purely visualersion There is tone and line, density
and texture, and again, the illusion of shapes on the flat surface of each page.

And yet when black text on white paper is rendered illegible, as Craig Dworkin explains,

the material text cannot ever completely escape from the republic of signification; it simply
FURVVHV WKH ERUGHU IURP WKH(COwWikih2@DB, U)W R WKDW RI 3Y

581n 2019, he drawn story version dhe Three Dressesasaccepted foprint SXEOLFDWLRQ LQ 6HDP (GL)
(UK) Slant Anthologwfter an international call out for creative and critical writing on the therfenohism.
Sadly, Seam Editions closed prior to publication, due to financial and staffing issues in 2020.
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Drawn Storypart 1 of 3 (Photo crdit Jessica Chubb)
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As a visual image, text becomes wide, layered and woven in appearance, but the story is lost in the
threads. Visuality obtains agency (in a hierarchical sense) over the text. For the next iteration of this
drawn story, | consider atdy moretextuallayers. Under what circumstances do different texts co

exist on the same paRds there a hierarchical relationship between thengdoothey haveequal
VLIJQLILFDQFH" +LVWRULFDOO\ D uSDOLPSVHVWY Llevte®® ERRN R
transcribecover an older text. Palimpsests were sometimes written across each other in horizontal or
vertical rewritings, with the pages being rebound and refolded. Palimpsests were made bdtause ve

papyrus or paper was rare and expensive.prbcess of making palimpsest could be seen as an early

form of recyclingandan example of textual hierarchies, as more relevant texts would be written over
partially erased older texts which had lost their value or relevance in some way. Thishiextwahy

has beerreversed since the mitneteenth century, as historians seek to recover or resurrect the
underlying texts(sfDillon 2007, 65) 6 LQFH WKH ZRUG pSDOLPSVHVWY KDV EI
sense acss a variety of digplines, and is often used to describe interdisciplinary encouniars

literal and figurative seng®illon 2007, 2) As literary theorist Sarah Dillon explains, the concept of a
SDOLPSVHVbluad shebaghelhomhere otherwise unrelated texts are involved and entangled,
LOWULFDWHO\ LQWHUZRYHQ L QW HNIMKX2OV,L4Q) 3 KBHQ LR UGK DLEQ YWR- @ W
UHIHUV WR WKH WH U P intfidat®@) R X Billdr] attlibQtesRaitetdr@ writer, Thomas

'H 4XLQFH\ ZKR ILUVW LQWURGXFHG pWKH SDOLPSVHVWY DV D F
VD\LQJ 37KH DGMHFWLYH pPLQYROXWHGYT GHVFULEd&YVth& KH UHO
palimpsestDbV D UHVXOW RI LWV SDOLPSVHVWLQJ DQG VXEVHTXHQW W

, 1, VHOHFW DQRWKHU WH[W DV D QKBIGTHKWHLIHRaBdAt\aBNFodesd/ R L Q W
of printing the drawn story onto pages (which could amrgitherunrelatecor related text) allows the

YHUE SDOLPSVHVWLQJ WR EH DGGHG WR WKLV LWHUDWLYH H[SC
and intertextual encattiers. Pages from a vintage fairy tale book, and antique lesson books fifom thr

shops are selected to work with (as these have large pages and my drawn short story is on A4 paper).

For the first set of pages, | remove the surface of the pages of theafaibook by repeatedly tearing

off the inks with masking tapatlifts the text off the page, and curls into itself.
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Bowl of DeletiongPhoto credit Jessica Chubb)
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Palimpsestdetail (Photo credit Jessica Chubb)

Combined with théllusion of threads, the traces of the previous text visually disrupt the perception of
theshort story as a linear narrative. But as the words are still legible, the drawn story has a hierarchical
position as the primary text on this page, while the presviext is reduced to ghostly traces.
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HISTORIC SKETCHES. a7

from the Latin, we should be able to do much to enforce on our
pupils the study of the Latin as the mother tongue, and as the
key to the French, the Italian, the Spanish, and the Portuguese;
nor do we donbt that tho knowledge of comparative philology
which, thanks to German scholarship, is now rapidly spreading
over the civilised world, will ere long lead to what may be termed
the genealogicel study of languages. Instead of spending many
years in learning some little Latin and less Greek, aftor the
tedions and almost futile plan of our ancient grammar-schools,
the young will be led to study languages in their natural groups :
the Indo-European group ; the Shemitic group ; the Celtic group ;

press their gratitude by a faint cheer, but their voices utterly failed
them ; and, overcome by weakness and a revulsion of feeling, the
soldier of the 718t sank prostrate on the ground between the coffins.—
¢ Momortals of the Castle of Edinburgh,” pp. 257-259,

A WHALER IN A STORM.

Avout eleven o'clock, I ventured on deck, and for the first time in
my life saw what the ocean looks like in a storm. T could see nothing all
round but heaving mountains of water; each succeeding wave scomed as
if it would swallow up the labouring vessel, but it always appeared to
melt away gently under us, except when oune more rapid, or ““cross,’””
would send water and spray washing over her decks and high up into
the rlgglug The motion of the !hlp was nob unnomlom.ble be:;tg
din the
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Palimpsestdetail) (Photo credit Jessica Chubb)

The second set of pages are torn from a-plaiged antique lesson book. The printed text is visually
dense and includes intricate diagrams and drawings. Theiragred hierarchical relationships in the
interactions between the lesson pages and my sibtgacher / student, adult / child, information /

story. The underlying text is disrupted by repeatedly photocopying my story on each page, so the threads
have avoven textural appearance and the short story text becomes mainly illegible. The surflaee has
illusion of being threalimensional, and it is difficult to establish whether printed text or threaded image
has greater value. Around the edges, words caedukin horizontdinesor vertical columns.
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LESSONS IN ARITHMETIC.
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Palimpsestdetail) (Photo credit Jessica Gbb)

For the third and final set of pages, the drawn story is photocopied onto pages from a book about birds.
7KLV ERRN LV FKRVHQ EHFDXVHLWGK/HDEFRY QRAWURQLEHWHHANKEGQV
literary criticism as a figurative on€Dillon 2007, 59)By figurative connection, | mean the use of

metaphor, simile, or comparison |IRU H[DPSOH WKH ZRUG pJELUGYT KDV FRQQR
thoughts on freedom, entrapment, the brutality or beauty of naturjeytbéflying or being part of a

59



flock, or desperate isolatioretc®® The use of the bird book is an intentional prompt for the
reader/viewer to attempt to read the layered texts as either prose, or image, or as textual fragments with
figurative connectins. These pag&are then copied again enother set of antique pages of lessons.

The textual layers in this final set now come from three texts: my drawn short story, thediircind

the antique lesson book.

The links between a drawn short storgttis a retelling of the Cinderella tatbe pages of lessons for

children, and the descriptions of birds are vague, opening up many possibilities for a variety of readings,
HVSHFLDOO\ JLYHQ WKDW 3:LQ WKH SURFHVV WRR UHIDH ISQOIO WK 1
L QY RO X W HIBllovt A0 T [8B)IDN this final set of pages, three teftsllide and colludé(Dillon

2007, 5)on the frail surface of the pages.

The process akading has been visually disrupted. lieaipting to read a page, my eyes are drawn to

DQ LOOXVWUDWLRQ RI D ELUG DQG WKH ZPprivcesfartifdok¥kADDUH FORYV
continue my attempts to engage with this page as a readex/yidvecome aware of thetention and

choice involved in the reading process. Should we read only what is fully legdteempt to decipher

the illegible textread the text layered over an illustration, or follow the werdich run broken down

the sde of the pagePhereis a search for meaning, for connection, for narrative. It is possible to return

to the same page anthke different connectiomach time. These pages also provide unigue sentences:

Expert climbers and stubborn princes pretendedlaim castles.
Strong ompetitive forces: mistaken power as there is in HaritAnd tussles.

Deliberate hearers tell vanilla creamassmother over the fact.

On another pag¢hesewords are printed on the neck of a swan:

Write the + between them, likpiantities. Before thbrackets, brackets may result. Her eyes redden.
By brackets is meant: this is one of use single quantity within themselves. Thin both, within signs
and multiplied- F [ RU LI PXOWLSOLHG E\ TXDQWLWLHV«

C = e ; then, factors Zxy oxy bcd +nbcd.
PS a that pxyx + gxyzt
Expressions of this blue.

6KH GRHVQIW VLJQ EHIRUH WKLQQLQJ WKH UHYV X6aWhg, adUDFNH W
2d+y+3x+h.

These may be arranged thus: he looks at her body and the duve.wil

%9 1n afiction writing class | taught ta community group oddults in 2019 {he session topic watialogue) |

provided the participants witha li®8 1 WZHQW\ SRVVLEOH pGLDORJXH OLQHVY DQG DVNE
XVH DV D ZULWLQJ SURPSW RI WKH FODVV FKRVHaMHKiHgRQH OLQH ZK|
produced by the participants who used this line contained emergingstitermeerned with: freedomgmantic
relationshipsentrapment, and escape.

80 The antique pages are used to add a third text tihifieset of pages in the palimpsest, atgbdo resolve

aesthetic issues caused by the smooth surfaces and bright iméyebiad book
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Despite addingunctuation to the above transcripigmeaning is vague and unstafliae text provides

an intriguing metaphotcomparing sums arfteterosexualomantic relationships. In the last sentence
above, the nouns provide something ceteto focus on. Whaire the connotations dfie wordspody
andsum when they are placasgithin an ambiguousentence? This will vary for different people. For
one person the wordbler body could evoke an image of a feminine forAmd aheis looking The
male gaze brings connotatio$er bodycould also evoke the image of a female corpse. What is the
sum of a corpsen logical problem, the answer to the causbkesfdeath or is this sum oher bodyan
impossible test?

In the following quote, Dilloquotes Barthes in order to explain that the relationships between layered
texts are entirely created by the reader:

It is thus a process of reading that attempts to negotiate, and do justice to, the interrelatedness

RI WKH WH[WV RQ W kKHn8@Ng k&, i dokisvhdt fissexixhd palimpsest, taking

LWV OD\HUV DSDUW 5DWKHU eyetying/iKthl b&iseatamdlesi@thing W\ RI1 ZU
deciphered WKH VWUXFWXUH FDQ EH IROORZHG 3UXQ" OLNH WK
and at every level, but there is nothing beneath: the space of writing is to be ranged over, not
SLHUFHGY %DUWKHYV 6LQFH WKH W H/[rdlafforiRtb &dhkH SDOLF
other, palimpsestuous reading is an inventive process of gealations where there may, or

should, be none. As such, it always runs the risk of being false or fictifi2illen 2007, 83)

AsaficWLRQ ZULWHU , DP IDVFLQDWHG E\ WKLV QbW interéste&ll WKH pul
in this instance, about whether people will engage with the palimpsest visually, or textuladih.If

we view the intertextual relationships betwéexts as a threay nonhierarchical interaction between
writer/maker, text/imageand reader/viewer, the infinite textual associations are vague and unstable,
RIWHQ LQVWLQFWLYH RIWHQ DW WKH OHYHO RI WKHSXYXRFRQWFL
highlights the originality of thought which can be evoked when percegtaitered by texts interacting

because they have bedsually defamiliarised.

Where there is writingtor something that looks like writing:there is always something t
read. Resistance in one layer mightoate reading to anothdHall 2013, 88)

PalimpsestPhoto credit Jessica Chubb)

I hang the palimpsest with pegadstring in a gallery spaceithin a library. A few visitors spend a

long amount of time with it, standing close to the pages, readingfhd$t DQG DWWHPSWLQJ W
HLQYHQWY FRQQHFWLRQV EHWZHHQ OD\HUHG z&tsaM fDrpee LPDJIHYV
away, viewing the palimpsest aan imageor focussingon the tactile and aesthetic qualities of book
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pages. The vintageand antique pages contain acid. Their surfaces deteriorate under brightdights
exposed to aitheydarken andlevelopfreckles Though some people staplook or read others rush

tothe library countemeturn a book and quickly leave. They barelicethe palimpsest is there. They
GRQMTW VHH WKDW WKH VDPH GUDZQ VWRU\ KDV EHEMQ TR SLHG UH
GRQTW VHH WKDW WKHUH DUH QRZ PDQ\ GLIITHUHQW ZD\V WR UH
glance at orgnore it, and yet | amoftendrawn backo observe themall changes on the surface of the

pagespr watchhopefully for someom to spend time with itreadng. | am now at a distance frometh

procesesof writing andreading +an anonymous observer wisooccupying a space in the air.

The palimpsespages require the readgewerto enter into imaginativeegotiations with layes of

illegible and legible wordsMy intention, that the pages are slowly read, and slowly invented, is not

oftenhow they areengaged within the context othis busy library However,John Hall explains that

even brief encounters with il/legible text®dQ UHVXOW LQ VRPH IRUP RI hUHDGLQJY

Consciousness of legibility is already a kind of il/legibility, is a material remindeheof
material processes of reading and as a force cannot ever mark an absence ofaiffeahing
effect. You can always walk awaythalready something has happened. A mark that belongs
to writing is always a mark or trace of utterance as well as an insthaogriting system. As
sign of utterance it will always provoke some form of psyghaphological reading, however
casual (Hall 2013, 90)

It is entirely possible teasuallyglanceat the surface imagesdexperierce a mark, a trace, a writing
systemwhile walking pastbut my intentiorfor the palimpsestemains the samethesepagesshould

beslowly read and invented. Théncludea legible short story and multiple layers of text, and as such

need privacy andriie. Falimpsestuous reading is caught up in the palimpsestuous intimacy of security
DQG LQV(PiHRxQaows3) $V WKH OLEUDU\TV GRRUV R Shb@espe@tl, FORVH
caught in the draughThe pagesra frail, temporal. Insecureunfixed. The palimpsestkooks like a

ghost: here and not here. | am also hereraridhere A ghost writer, silently looking at ghost words.

I am remembering vulnerability. | am silently considering untellable and tellaRést HY DV 3D QDUUD!
of swinging things and meanings

I am remembering the performance of objects. | am remembering the performance of words. | am
remembering the performance of silence. As | watch antique paper consuming itself as it moves in a
draught,| am remembering real people from another mometitrig, as if they are invisibly here beside

me, and time only pretends to be linear. Memories are a palimpgbat.did John Hall say about the
words | was writing in 19937

3)URP WKDW PRPHOQMWWKHUWHKWR ZHH VHHQ

1DUUDWLYHV GR éafi s KiarchH20A0RI &rHn ®llbfry, looking at a palimpsest hanging

on a wall.lt is March, 1993. | am at Dartington College of Arts, looking at a ploughed field. Frost is

forming in layers on theoil. | want to scrape stories into it, using mygntips. | want to scrape them

LQ DQG WKHQ VFUDSH WKHP LQ GHHSHU RYHU DQG RYHU DJDLQ
seen by the moon, the stars, the sun, the clouds. The earthworgrsibethe soil.

All of these silent things are adesit as | am.

And here | am again, in 2019, writing word® be seen.
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Writing with Un/Seen words

This section introduces the next stage of the research project, which expands on the previati®sexplo

of book pages, and examines what kinds of writing might be produced by using whole books, not just
as source texts, but as sources of text. The peatdre process of engaging with books as material
objects is fully described as books are foldedlow and meditative ways, redaction techniques are
experimented with, and these processes resalhew V KR U W AKVM R R RidiEg Wditkefi. This
process sought to remedy my sadness about the books that were on sale tables in thrift shogst and rec
news about more libraries closing down. In a departure frompréveousunstableand at times random
textual associations created by layered tedising the next stage of the projeqgtrecision of textual
selection is explored.

A few boxes of novelsnovellas, short story collections, memoirs, ffiation books, fairy tale books,
poetry collectionsetc are obtained from thrift shops. These booksngald, would have been buried

as landfill. An initial experiment in redaction involves using a klgen to draw around or score out
words in a novel | have no respect for. In this particular experiment, | am drawn in to an attempt to
analysethe words cotained within this book (because of being baffled by its success). The book is
abandoned at the end chapter five as the vocabulary is limited and repetitive.

ORI, > ’
Don't believe a word
A

A astas

’ AT

Premeditated Book
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This is the wrong directiortin looking to analyse the textithin a book, | have deviated from my
intention$®. Instead of looking for words faterrogate oremove, waods need to be sought that will be
raised from the existing text, to beludedin a new piece of fiction.

Redaction is a slow writing proces8 KHUH WKH ZULWHUYV YRFDEXGDULWHKBIVFHYV
selection processes. It is a precise methhbich requires attention, curiosity and interest to be sustained
over a long duration. The words which are chosen therefore need to be valuable.

Alone with a pile of books, | considaowto slowly read/rewnrite them. With my eyes, or using all the
sensa? | sit with the books for a long time, examining them with hands and eyes, exploring the sensory
experience of turning the pagesyes noticingertain words, moving left to right. The smells of paper

and cardboard, old threads and dust. The tactilitiepages, the sensation of fingertips becoming dry.
Pages turn as sunlight shifts gradually across deteriorating paper. Threads formingiébeaspi
unravelling.All books might be considered temporal objects, if libraries continue to be closedfdown,
more books are digitised, and independent bookshops continue to shut.

As a writer, storyteller, and reader, these thoughts are sad andsdigtres
: KD W dslaspecies, books are dying?

How do you kill a book? What would a boeakurder, a boolsuicide, a booldisease be like? What
about a boolhaunting? How do you resurrect a dead book?

Blurring my eyes, | examine the shapes and textureinfeol words on pages and attempt to break a
spine, listening for the crack of old glue or the snap of threads

Is this bookdeath, is this violence?
What is a book, anyway?

A block of words sewn to a spine, or a repository of vocabulary chgeaesrbound threaded and
glued in place, orta limited palette of words instead of colours.

| fold the corner of gagewhich contains an interesting phrase. A splash of vamidur. Guilt. This
book is a hardback and might hamecebeen valuable to someariefold the page again, diagonally
across the centre of the page so the crease cuts across words. The stmignces are disrupted.
Words are hidden inside the folds, and more are hidden by folding other pages.

My intention is that the book will beme a sculptural object and a potential writing tadull of
unpredictable writing prompt8ut this book is dightly-bound hardback, and once all the pages are
foldedthe book isa decorative object and the pages can no longer open wider.

The oncefrail book is strongr, but illegible

51 For an example of book redaction tigtonceptually driven (in that the idea which informs the prosesks

to expose, analyse bighlighta particularaspect of an existing tax¥ HH <H G G D ORrkhedgM&1@anv

2012)- thisis a redacted version dbseph& R Q UHe&rflof DarknessOn 0 R U U L Websit&Morrison

2008) this redacted version is describesh pE L R F H Q W Udithe ptoeeBaBed@akTto erasellamentions of

humans, whicheft much space on the page dmdught St RQUDG TV WH[W X PQDD @K VHYLISQWL R Q R FRIV
ORUULVRQYYV ZHEVLWH DOVR LQFOXGHY GRFXPHQWDWLRQ RI D pELRFHQ
text. Here, MorrisoflV SKRWRJUDXISVSBEBMW RORYFHKY Rl pQDWXUHY FRQWDLQHG ZlI
issue of Americaivogue.
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Folded Decorative Book

Folded BooKdetail
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Taking another book, | fd the pages into vertical columns of different widths, leaving occasional pages
unfolded. Again, once the whole book has been folded, itasgdr, but can no longer be closed or
opened. The only visible text is contained in the columns running doveadges of unfolded pages.

I think of other shapes paper can be folded:into

Paper boats, aeroplanes, hats, origami shapes

Overlapping edgesf old papeibecome feathery, like wings.

| fold another book using a paper aeroplane shape, and more textyeragile.

And another, changing the width and direction of the folds, overlapping the page edges.
The process becomes performative.

The body sits quietly, hands moving as books are folded into-tlmeensional shapes.

More shapes are needed. Morelgtural posgilities.

| reach for a scalpel knife.
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Folded Book SculpturegPhoto credit Jessica Chubb)

As | cut and fold pagesi®y ideas surface: about papery characters, or architectural struatures

libraries with words printed all over their safor miniature people to read. The book sculptures are

small angry creatures with sharp edges, who aspire to make papercuts in skin. Perhaps | will write a
wWLQ\ VWRU\ IRU HDFK RI WKHP WR UHDG VR WKH\ FDQ EHFRPH

The shapes develop anldange as ¢ut andfold more and more books

A narrative for a story is emergingnot from the text within the books, as initially intended, but on the
WKHPH RI uyWUDQVIRUPDWLRQTY
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Gathering Bookg¢Photo credit Jessica Chubb)

As | finish one book andeach for anther, the folded books are placed on the floor around my feet.
When viewed from this angle, they look like a gathering of birds, waiting for a story to be read.

Over a month, sixty folded books are made. | spend time arranging them on aflsiordas an

installation, photographing them individually, from a distance, close up. I try to read them, but their
material forms and the presence of the camera distract me from their text. Though other people who see
these folded books in the studio @owmment cormpare them to a small city, or corals, or odd objects

with individual personalities, no one attempts to read th&nfiew people ask me about folding
WHFKQLTXHV DQG DVN IRU GHPRQVWUDWLRQV VR WKHavEDQ PDNF
crossed boundarytinstead of beingjctional texts, they are sculptural forms.
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'LWKLQ WKH FRQWH[W RI pERRNZRUNVYTY RU ptERRN DUWY DOWHU
many books are revitalised in material, sculptural and visual farftes, withou the text from the book

being visible at all. IlBookwork: Medium to Object to Concept to,Abarrett Stewarsays that book
art3«JLYHV XV OLNH DOO FRQFHSWXDO DUW OHVMWMWIOD BVRKUDW H W
follows:

« thisabstractive process often begins with the reduction of the functional paginated form from
proverbial tool of literacy to mere material form, from instrumental cultural transmission to raw
geometric thing. With which, then, there is nothing to ddiawe deas about.i{Stewart 2011,

10)

The overwriting of textuality by material form is an unexpected moment in this research project, as my
focus is on writing new fictional narratives. However, itheasthe folded boks have provoked are a

good prompt for a new piece of fictiomhese books are material objects, and an odd flock of birds.
Ideas about birds made from books become more significant than the text contained within these books.
Fleeting, fragilepaper birdsvould wrinkle up and be destroyed by rain and stormi€ D W thése
thoughts were reversefl Z K D Wpdpk« birds were strong”K D W gdaper birds were luminous and
eternal hybrid creatures? These thoughts evoke sadness as | look atjdetsemybhads have altered,

and see them again as abtmbeburied books from thrift shops. | rescued them from landfill, and
have taken their stories away. Have | committed bBOKUGHU" % XW WKHVH REMHFWV |
seem dead. They have agenthey are gdtered around my feet, as if they desire a stolyD W IL | «

had a storytoreaW KDW ,1G Z U L WAWH& kildDOY/Stéryl wauldwh&yHilke?

A story about a book which transforms into a bird.

A Bookoird
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The followingprocess list summasgsthe procesthusfar andincludes additional stages

CO-WRITING WITH BOOKS

Buy a selection of books from sale tables in thrift shops.

Fold the pages so the books have new shapes.

Fill a floor with them.

Takephotographs of them.

Spend time with them arcdnsider what they want to become.

Choose one folded book and redact the text so the words which are left visible tell the story of the
ERRNYYVY WUDQVIRUPDWLRQ

Type up these words as a transcript.

Write a shotVWRU\ DERXW WKH ERR Nfewovd4fidif) ¥é¢ RANSOVLRQ XVLQJ

Folded and Redacted Bduikd

The folded bok chosen to be redactésla hardback copy of a novéoctor in Cloverby Richard
Gordorf?. The illusion of independent agency is now applied to this folded book obfeatpomrily
believe this folded book is the narrator of its own story, aiid tell me the narrative of how it

62 publishedn 2008by House of Stratus, Kelly Bray, UK.
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WUDQVIRUPV 7KH ZRUG pELUGY D Sdbi thauyh Fh&velo ukf@d Sridl defiold 2L W K L
some of the pages to make this word visibleil@ifredacting the text using a black pen to score out or
highlight words, the new phrases that emerge express a sense of insecurity:

7TKH WURXEOH LV  fgere@fa\dirny\gdmothkrL QL Q J

Expecting to charm on the grinding machine but havirgetoff it.

7KH HPHUJLQJ phERRN QDUUDWRUYT LV ZRUULHG DERXW WKHLU LGt
process is used to obtain more information aboub@neator as a character. It is worried about its own
VWRU\ ZKLFK pLVQHW 8BLBQRWKHQRXQOQUUDWLYH OD\HU*LV HPHU
ZKLFK LV DERXW WKH FRQWHQW RI WKH ERRN QDUUDWNRWH®QIRZQ
DW WKH VDPH WLPH DV , DP WU\LQJ WR pZUiamHafsowrkiqués s UD QV IR |
own imaginary text, in order to expand on the reasons behind its insecurities.

Once | have finished redacting the whole book, some of my s&lsttions are only there because |

have been trying to empathise with the book natlefov FRQFHUQV DQG GHYHORS LW DV
an emerging story which is written in fragmented phrases. The plot of a short story is now clear to me,

but only inthe interaction between textual fragmemtsharacteand the imagination.

The following transcript is from the beginning of the redacted baoid is enough to make me
empathise with the book narrator and evoke the illusion of independent agancf LQGLFDWHYV SI
breaks)

%HOLHYH PH ,TP EDG DV WKH ZWR/UsadMonlyKope KsH @eddely VeS8 HD LQ W
LFLFOH LQ IDFW WR WKLQN RI DQ\WKLQJ HOVH ZLWK ODUJH RS
W K H U H fhy ab ep&avfid as the reek of a / conjurer / in the evenings / | can wreck / your terribly
aPXVLQJ VWRU\ DERXW EHLQJ D GRFWRU ZKHQ PLGQLJKW VWUXF
YRLFH VR WXUQ GRZQ WKH OLJISNps on ZBira\brasAnNgsV BiadgefKhavéi OO Pt
PH LQ NQRWV RI DFXWH el soky\for nfyRed©.GQIW UHYHDO

This extract is the beginningofy VKRUW AKVHRWR RINELUG |

%HOLHYH PH ,YP DV LQVHFXUH DV D KaskWorSowhite/mapel da®@ WKH V
only hope to be opened, so at least a part of me can makekswnef sound. The hope | feel is as

precise as an icicle, and while | wait for eyes to fall on my pages, any large opinions which | let myself

have feel like oa@sional glassta thing to be hidden away till the grandest guest appears and grants

all my invisible wishes.

But there is no guest, so my hopes and wishes remain private.

, 9P RQ D VKHOI LQ D FDEDUHW EDU DQG , GR @HPAHfWaEth&Qrdek 1 YH HY |
of a conjurer in the evenings, though the performers are never intgriesitee. Beside me is a book

containing a terribly amusing story about being some kind of sex doctor, and that one is occasionally
chosen by members of the audiehc , WV UHDG DORXG LQ IUDJPHQWY SDVVEFE
replaced.

On the other sidefane is a celebrity cookbook, which remains as untouched as | am.
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The audience flick through screens on their phones more often than they pick up aystlukrsg

book. They seem to mainly read comments about photographs they take of themselvesrd theeadm

for illustrating their lives in pictures and words. Proving they exist. | have nothing to prove | exist apart
from these bound pages and the hardback rcbwes once so proud of. | wonder if any of them will
ever write a novel on their phones abavhat other people have said about their photographs.

The cabaret acts are all in fragments as well. Short sequences. Any longer than a few minutes, audience
menbers start to cough, talk to each other, or look at their phones again. When midnight sxékes
stage lights go out and all the people leave the bar.

| have been loved in the past, but have been left behind. Perhaps all books feel abandoned. We need
time spent on us, without interruption.

| dream of being picked up and carried out of herdedhig opened under other lights bedside lamp
or a streetlight or angle poise.

| dream of reading lights on aeroplanes, the changing colours of traffic lights

I dream of parks, floodlit at night, and my most perfect dream is of being held opeawufsrim the
countryside under sunshine.

But | sit here on this shelf in the cabaret bar where strangers sit beneath me each nightlitckomdle

most of the evémg. At times, the idea of being read by them has my spine in knots of acute anxiety,
sometiltHV ZLVKLQJ IRU WKHLU WHDUV WR IDOO RQ P\ SDJHV DQG V
IXOO\ H[SUHVV DQ\ RI P\ RZQ SX]]OH W Kdotai iwwas nevetreadffW FKRR
mine, and yet, it is the only story | can tell.

This book narator believe that the library represented its home, community, and fammilthe story

all the libraries have closed down, #® bookfeels abandoned and neglectéidis knocked into
VRPHRQHTVY KDQGEDJ DQG HVFDSHV |URtp iMsigkanted & mishdhy\a EDU 2
strange bird who perches on the wires which aisss in the skyAfter beingcarried to a hospital its

ZKROH VWRU\ LV UHDG IRU WKH ILUVWh&hoekid the@ raddiztd by thd uD EHI
strange bird, iad taken to the countryside where its wish is fulfilled.

Therelationships between texts have woven a complex web in this short sotgxt from within one

book has become part of a new short story, in which a book narrator is talking about itsagimaiyn

narrative, and comparing itself unfavourably to other imaginary t€kis.book within my story also

has conversations with an aginary poetry book, makes observations about the text and images on
imaginary magazine pages, has memories about btwds it knew in a library, and reads its own

imaginary reviewlt also critiques its own imaginary narrati@adhas no confidence imé love story

LW FRQWDLQV 3% SUREOHP LV PLVVLQJ IURP P\ VWRU\ 7KH FRX
wrong

Despite these complexities, the plot can be expressed in one sentence: An abandoned book transforms
into an exuberant bird. Contahevithin this short story is also my own sadness about physical books
becoming landfill, or being transformed and nengaxd again, and my concerns about libraries closing
down. At its core, this story is a wish: for books to have a brighter, and lifitee.

Whatif« WKHUH DUH PXOWLSOH SRV ¢eRlsindleMistamditiok? QHZ WH[WV ZL

A Humumenby Tom Phillips isa rare example ad massproducedaltered book. Phillips combines
SDLQWHG LPDJHV DQG WH[W WKUR XJKRXWunNEKDbcEedEhMipR1 : + 0DC
has been working on this vast project since 1966, and published the finadition in 2017. Over this

timespan, Phillips &s used several copies/oHuman Documersind additional images are pasted onto
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the paintings in later editions. In all editionsAHumumenthe selected words are linked by black
outlined white lines whiclk XUYH EHWZHHQ ZRUGV DQ @ VHHQUNWHIQF MK H PH\B R G
(Phillips 2017, Endnotes)

,QLWLDOO\ LQIOXHQFHG E\ WKH HOHPHQWY RI UFKDQFHY H[SOF
Burroughs and Johnage, Phillipdescribes the narrativaes follovs:

Inasmuch as A Humument tells a story, it could be described as a dispersed narrative with more
than one possible order; more like a pack of cards than a continuous tale. Even in the revision
| still have nad tackled the pages in numerical ord@&hillips 2017, Endnotes)

Novelist / book artist Johanna Drucker suggests that bookW@itk®ad termincorporating book art

areoften in the format of a oreff object bec& VH WKHUH LVQTW DQ SREYLRXV DXGLI
or ILWHUDU\ SXEOLVKHU ZRXO0OGQ J-wodadtienV RHBlidsUis loM¢ of the Ee@H |IRU |
exceptionsn terms of masgroduction perhaps due to hismigue combinations of paintings and text.

Drucker sees bookworks as entirely different to writing novels:

LQ D ORQJHU OLWHUDU\ SURVH WH[W WKH WKLQJV ,fP LQV
than the materiality of text or itgsuality, whereas with book art | want to explore certain
possibilities of the book format and language forr(iatucker 1999, 147)

Stewart illuminates these distinctions between practices further and simultaneonsigiers the
potential fate of material books when he esit

In normal reading, books are to some degree vaporized by attention. Intermittently at least, they
disappear as mechanical objects and weighted things. Museum exposure slows or blocks this
proass, whether to elegize it or reinvigorate its recognitiogallery rather than library, books

DUH WKHUHIRUH VXEVXPHG WR WKH NLQG RI PHWDSKRUV LQ
Books are manifolds as well as iconic objects, mechanisnmstfie) journeys, worlds. Book

art moves to shape, operat&@p, and occupy these assumptions too. So with the book as tomb.

$QG VR RQ« DQG RQ« XQWLO SHUKDSV ILQDOO\« 7TKH ERRN
become(Stewart 2011, xviii)

While acknowledging my own fear dfi¢ fate of books W KH E R R N) IDVil cahRBeEt work

with the material and visual qualities of books (as artefacts) but (unlike most practices described as
bookwork / boolart) give more focus to thearrative potential of text by incorporatingdiion writing

into the process of trsforming physical copies of books.

The other broad conceptual field (in addition to bookwdtkookart) that is worth considering at this

SRLQW LV DYWL WKWH BRRNVHU 32%RRNV D \kebékpldid3 e (tpstR UD W LR
contentof DUWLVWVY ERRNYV ZKLFK LV RIWHQ PDQLSXODWHG LQ YDUL
UHGDFWLRQ HWF '"UXFNHU PDNHV D FOHDU GLVWLQFWLRQ EHW
ZKLFK DUH *DEWWBQQO\ Z

While writing the short stry, The Bookbird ffiction writing, visuality and materialitare all part of
the process of writirf§. A brief survey of artists fbooksreveals thathe pdential for hybridityis vast

53 The potential for hybridity at the intersections of art, writing, image, forjHP SOLILHG E\ WKH UDQJH |
ERRNV H[SORUHGKIH&H G AWNKHIUY R $BW HV WWF¥RBNOWHVFULEHY WKH KLVWHF
DV 3D ILHOG AKKHIHKOEGBDHVQRWLRQ RI KLVWR(Druckdr@0B4,0D1IVLQJOH SRLQW I

84 At a later stage in tharoject, | return to thishort story, and incorporatdrito atransformedook The iteration
of The Bookbirdas a transfrmedbookis illustratedfrom page 107 onwds.
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in terms ofmultiple possibilities ofform and contentDruckerdescribeshe 3material properties and
linguistic resonanceof writen DUW LOK¥VV  ER

In such works the sonoric aspects of language such as rhythm, texture, timing, and also the
visual aspects aredught nto the book form as part of its substari@ucker 2004, 227)

At this point, a question emergesancindividual copies of books be resurrected, wiiting, via
narrative, before they become tomBs?objects, anthey become vivignd alive like theBookbird
in my story?

: KDW dhbstsof other stories are trapped inside bdéks K D W Illpreduce oneff book objects
which incorporate: fiction writing, visuality and materialityéqualamounts?: K D W Helwfictional
narratives arevritten from within the older texts?

1 R ZThe BookbirG ghortstory is written, other books can be approached with trust ipréeess+
that with certain rules and restrictions in place, a new narrative can be written from within a text.

At this stagd move away from using folkloric texts as a startininpfor new fictional texts and reverse
this process: the text in old books will be used to write fragmented fictional narratives containing
folkloric elements.

8 Many of the key themes explored throughout the creative prajearawn from folkloric texts and used to
write short stories. These include the use of archetypal characters: Emperors / Kings / Witches / Lovers / Hun
/ Fools. Withinthe short stories arenany examplesof societal hierarchies, power and control, #ffects of
cruelty, poverty, hunger and gender power relati@enderviolence in particular,hauntsthese stdes (See
Angela CarteronKH pODWHQW F R Q@¢itQI87D) RihdrBtoties WabeOgHOIgts asllwfor example
imperialismis present withirtwo of thethrift shop bookavhich areredacted during the nestage othis pioject
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Redacting Books / Reduction of Text

This section describes the process of writing fictigrrdrlacting the text contained within old books.
Redaction materials are chosen which enhance each book as a material and tactile object. Half
UHGDFWLRQV DUH H[SORUHG DQWY GHKF ULKEGGF DN RIQV IS UNRFBIY VZ K
extremely slav method of selecting text. As the redacted books are defamilarised in visual, textual, and
PDWHULDO zD\V HDFK ERRN EHFRPHV D XQLTXH DUWHIDFW ZKLF

Testpages(Photo credit Jessica Chubb)

After trying out vaious materials and techniques for their drying time, visual and material qualities the
redaction materials selected are creatoured masking tape and white correction tape.
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eyes—

the face
a foot

arms and legs

the
left hand,

Masking Tape and Correction Tafaetal)

The white correction tape can cpletely blank out the underlying text, or be used to lighten the area

around a particular word, visually drang attention to it. The crearmoloured masking tape is slightly

translicent +the masked text, dralf-redactionbecomes another hatken layerta textual whisper.

Adding additional masking tape layers makes the underlying text blurred, illegible, or invisible and can
DOVR FUHDWH UHOLHI VKDSHV RU LPDJHV RQ WKH SDJHYV VXUID

The visual qualities of these layers allude to palimpsests, but thepadimpsesting, is not an accurate
description of the process used in this inst&hdhis is aprocess of constructidinom within a text
rather than destructiotprinted words are treated as a limited palette of words instead of éalours

To use taps and text as materials for redaction is to be engaged in ad@b@usive method, which
slows down the writing process significantly. The physical manipulation of matetiadstearing and
placing of masking tape, is much slower than handwritingpng. By adding layers of masking tape,
the pages become thicker, increasing the volume and weight of the transformed book.

% The redacted books, 5hH FRPSOHWHG F D Q Y Méuipdlingpbegtreither=ds Galilnpsests Bypically
involve at least two unrelated texts, one beagrwrittenby the other.

7 While redactingjf names, locations and datae removed firstihe text is displacedrhe bookbecomes a
source of text, rather than a source té&ttsomelater stage itmay be worth exploring what affect tivelusion
of names, location® QG GDWHV KDV RQ D ERRNfV UHGDFWHG RU DOWHUHG WHI[V
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The slow pace of working with these materials is slowed still further by the psstésgionprocess.
The hunt for the right wos] the hopedor words, the alternative words, the new directions considered
ZKHQ WKH DQWLFLSDWHG ZRUGY DUHQTW WKHUH WKH KXQW IRU

CO-WRITING WITH BOOKS

Read the first and the last page of a book and firrdomg&d words.
Remove names, locations, dates.

Follow a theme and chase a fictional narrative.

Work through the whole book, hiding words.

Make definite decisions: no erased words can be restored.
Condense the words to the bare minimum.

Half-hide more ofhese words until the book whispers like a ghost.

Examining the first and last pages of a book while considering the infinite possibilities of thiegeno

the multiple texts which the texbuld have been, and could become, is complex and overwhelming.
But by examining the language at word level in the first instance, limits can be defined. By removing
geographical locations, dates, and names, the text is disptagadcking the geographic and temporal
displacement common to many folkloric texts.

Theselection process involves hunting for the kinds of words | would anticipate using while writing a
text in a folkloric style:

THE VOCABULARY OF MAGIC

Nouns which relate to nature (moon / sun / tede)

Reoccurring nouns which indicate a generic looatitto locate the narrative within a setting (ship /
home / city).

Concrete nouns describing symbolic objects (apple, bowl, feather).

Abstract nouns which express concepts or emotions and help to lobataa magic / truth / anger).
Active verbs whickian be attached to characters, objects, or anything that moves.

Interesting adjectives.

Sensory information (smell of salt / colours / texture of dust) to make the fictional world vivid and
sensual.

Viscerd words (blood / bone / breath / body parts imggal). To connect the human body to the
magic and violence of nature.

Binary oppositions (evil/good, light/heavy).

Paradoxical ideas / reversals (weakness as strength) which give the narrative conthictesy f
within it.

Transformationstany word whi@ can be used to express a change or a courdamative, so the
conflicting forces in the narrative are kept active.

The last three items on this list are particularly relevant to the redaction process, as conflict within
fiction writing is often expresed during character interactions, especially via dialogue. Character and
dialogue may be absemwhen the text is redaad as | am removing namé&he conflicting forcesithe

new narratives can be located in binary oppositions, reversatanternarrdaives Where possible,

| continue to write in present tense, even if the book is written in past tense.

Two of my frsW DWWHPSWV DW UHGDFWLQJ GRQTW DFKLHYH WKH DLP |
these books to understand why, it becomes appdhe vocabulary in the book needs to be varied
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enoughthroughout, in ordeto sustainnterest, and narrative The most useful words were used up
too quicklyduring the first sections, and to continue would have resultédllimepetition®.

The nextbooks are chosen based on the variety of the common nouns and action verbs, and | approach
these words with an intaah of rationing, so they can be returned to at later stages in each book. Most
major decisions about the narratives are made while radabe first ten pageswhether to have a
character, or use personal pronouns, or focus on sensory detail, artienth@matic content will be.

To ensure | reach the end of the book, when | am half way through | jump ahead and redact the final
few page *l canthenmovethe narrative tavardsthat particular ending. Over a period of months, |
manage to complete sevkradacted books.

7KH WH[WXDO FRQWHQW RI RQH RI WKHVH ERRNV up7KH /HRSDU
written by usingany W KHU SURFHVYV upu7KH /HRSDUGY LV D JRRG PRGHO W
represents all of the redacted bookst KH / H Rs3riade 8dm a hardback editionTdie Maneating

Leopard of Rudraprayaly author and hunter, Jim Cort9étt& R U E H W W& nonficRoRalaccount

of how he hunted and killed the leopard in India in 1926. The fragmented fictional narrative selected
IURP ZLWKLQ &RUEHWWfV ERRN WHOOV WKH VWRUPeRdndd PRXQW
pronouns & avoided+the language style resembles a series of performative statements, commands,

or instructions.

9HUEV VXFK DV uS Udkhate\akehdydefindd @dperfarfnative verbs, but in my view, any

verb can obtain performative qualitiestifs perceived as eommand / instruction, and is written using

the present tense& R U E blodk\Wg fWitten in past tense, so my selection options are limited further.
Occasionallyl visualy DOWHU D ZRUGVH QGR RE WD pwQ WKH abBli@alfof. VY E\ UL
tKkH OHWWHU uDY DQG DGGLQJ D VPDOO GRW LQ EODFN SHQ 7KH
is formed mainly by instructiongand a potentially challenging ambiguity: who is talking, and who is

being addressed? Is the readeragtive partigiant in the narrative because they are being given
instructions about what to do, or is either the writer or narrator describing their own actions in the form

of instructions? Is the book itself giving the reader instructidnamhout pesonal pronouns, ithout

a named character, the narrative opens further possibilities for a variety of readings. The violence of
hunting, guns and other weapons, and death is contrasted with surreal images incorporating nature and

the senses. The text unedw, exposing mtiple meanings and possible interpretationsTie Plural

Text: The Plural Self-RVHSK +DUULVY GHVFULEHV 5RODQG %DUWKHVTYT
interpretation as follows:

More than anything, Barthes was the advocate of readingpasaf pleasurehis aim was not
so much to interpret the text as a coherent whole but to seek out jolts of medsotaged
moments of brilliance or intensitgHarris 1987, 159)

These jolts of meaning a@ontained in new combinationRl ZRUGV ZLWKLQ p&sEH /HRSD
phrasescontain intensity becausémages andoerformative verbs have been recontextualised and
isolated. When a fixed (published, multiple) text is unfixed (transformed one-aff text) the fluidity

of language i€xposed. Thaew text contains newnagery,actions, themedragmented phrasesic.

Effort and thoughtare requiredio write it, asthis isa slow and laboriouprocessThoughin some

ways is easier to read than the presidook (becausthere arefar fewer wordg thoughtfulness is

required during the reading process bec#usselected (and halédacted) text can be read in a variety

of ways.Potentially, there are multiple meaningsr Barthes, interpretation of meagiis not the aim

58 By dull repetitions | man phrases which would Ibeeaninglessr boring to writéread Personally, | have an

allergy to boredom, and am convinced that if the writer is bagte writing, the writing wil be dull.

69 Published byOxford University Press, Oxford, 1948.

" This direct styleof addressing the readisrsimilar toa second personarrativestyle, which readers can find
FKDOOHQJLQJ EHFDXVH RI WKH GLUHFWQ H¥VsoretimeR féd] likekvelate p\RXT" 6HF
reading an intimate letter, or thag, the reader, are being addressed by the narrator or writer.
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of reading ap Z U L W HY Bisstractdriaiiét approach to literary interpretation includes a definition

RI' D pZULWHUO\ WH[WY DV RQH ZKLFK FRQWDLQV SUROLILF PHD
encourages the reader to takeore active role in the cdnsction of meaning. This is in contrast to a
MUHDGHUO\ WH[WY DOVR FDOOHG uD ZRUNY ZKLFK %DUWKHV DL
in control of meaning. Barthes views both the self, and the text, as GfikeQG SOXUDO 3«WKH Y
tKkH ZULWHU LV DOZD\V D ZHepiy 1997 18B1) RWKHU YRLFHV’

When the writer relinquishes control of meaning and allows a text to be unfixed, the reader can actively

seek their own mabd of reading. When narrativ@not linear but disrupted or interrupted: formed by
fragments, the reader can experience their own subjective / plural responses to readingTthis text.
IOXLG VW\OH RI ZULWLQ@k\FIDQVUWYMDW\ WKRH WRGVERBHOHVYV DEF
grounding in language WR WKH ZD\V LQ ZKLFK ZKDW LV VDLG (Hdrrie KDSHG E
1987, 160)

The following extract is avery shorttranscripW LRQ FWKRIP/HRSDUGY ZKLFK VKRZV KI
fragmerts might be read if thegre presented in a linear forf full transcript is provided as Appendix

V.) Though the words are transcribed from the book in the order the eyes might follow them visually

on the pages, the punctuatiand line break# this exractarealtered so the rhythm is the same as

reading aloud:

Collect all things neededrifle *a bath of fire.

Collect smoke and light.

Gather loss and hear the clatter of branches.

Procure a silk fish, and chance a strip of an idea.

A chill wind; prepare for a view of darknessno dark to dark.
Dark, and to never dark.

Unless the sky drops to the ground.

Bring nightshooting light, ébone, white stone, clouds eating the rain.
Wait a length of time.

Fire the rifle.

Bullethole the sun down foremation.

Whenisolated from the book by beingped into a computer, ¢htranscripts from the redacted books

areeasier to readHowever the weight of the book and scent of old pages is absent. The textual whispers

and layers are gone. The language appim a visually familiar formtin lines across a page witllded

punctuation andpacing Barthes valugwriting that resisgd 3 « E H L @ tbdeakily, whose meanings

and voices were too many and complex to be reduced to a single point or morahoatep! What

LV LQGLYLGXDO LV WKDW ZKLFK UHVLVWYV (Hatik QQB7Z1I64An0\ XQGHU
while the individual words are simple in the abdranscript the language is strange because we (or
SsoOmMHRQH XQNQRZQ DUH EHLQJ JLYHQ VRPH RGG LQVWUXFWLRQV
imagery is also strange, as is the motivabehindthese performative statemenisstructions twhy

gather these partitar magical/ritualistic objects? Why shadbbwn the sun®hen these words are

contained in a redacted book, the evidence of labour suggests that a careful and temporal process has
been involved in this writing. Finding unexpected words within a book stgjtiee presence of secrets.

Within the phyical copy of the books, the advantage of using (translucent) masking tapertmhetf
the text is that words can remain slightly visible, like textual whispers of other possibilities and other

voices. On scrn, there is no genuine equivalent to thié-redactionsinless-they-are-clumsily-shown
by-using-a-seoring-euttadlVith masking tape, these haéfdacted words/phrases can be large areas of

" For more information on Barthes, se&iting DegreeZero (1953),Mythologies(1957),Criticism and
Truth (1966),S/Z(1972) The Pleasure of the Te§t973), andmage Music TextL978).
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text, or more carefully selected words/phrases ddatsomething significant (as a textual whisper)
alongsde the fully visible words.

148

The Leopard p148 (Photo credit Jessica Chybb

a white object,

The Leopard p148 (detail) (Photo credit Jessica Chubb)

2Q WKH DERYH SDJH | W& RHUMKGID/MRIZG ZRVY G pDOELQRY LV WH[WXD
textdescrik QJ WKH PRRQ EHFDXVH WKH ZRUG pPRRQY LVQTW WKHUH

At other times larger sections of the text within the book remain asddattions, for the purpose of
juxtaposing my wordV HOHFWLRQV ZLWK &RUEHWWY{V ZRUG VHO&BFWLRQV
and my choices disrupt his narrative. This process creates unpredictable and unstable relationships
between the voices of two writers, though both sets of words have be¥ritfo ZLWK SUHFLVLRQ &
words have been published as multiple copies bbak, and will have gone through an intensive

editorial process. My words have been written extremely slowly as -®fbfilmgmented narrative

within one copy of his book. Lik&W KH pLQYHQWLYH SURFHVVY GHVFULEHG HDU(¢
the same surface) unpredictable associations are likely to be added during the process of Téading.

process of writing (and reading) fragments mimics the way that htimsaghtsand experiences are

constantly interrupted. As writer and academic, Lisa SamRIEVHUYHYVY 3ZH DUH IUDJPH(
I[UDJPHQWHG ODQJXDJH LV D WUXH (SM&EBBEMHQWDWLRQ RI RXU HJ[
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Within the redacted bookjThe Leopard]as well as unpredictable associations, tlaeeantentional

ones. Tre juxtaposition of a narrative about huntinga A WLQJ OHRSDUG FRQWDLQHG
text) combined with the instructions and surreal imageiith{n my selectionspuide the reader in

conflicting directions. The leopard is hunted throughout Covb& TV WH[W D&h@déatMnWKH HQ G
my text, the leopard has the head of a rifle, akillesd andresurrectedin my text, he man who killed

the leopard is eaten by a fisind his body parts are scattered through a.rivere are many points

within this book where the two narratives conflict with each other.

While redacting each book, | often find myself hunting for particular words anesnagd sometimes

several pages are entirely blanked out before | find the word(s) | seek. Sometimesdhd am

seeking are not there at all, and | have to speculate further about other narrative possibilities and
completely change direction. As angiated, the redaction process estremely slow, with each

complete book taking a month ororeto compleée. Each book becomes a fragmented collection of
SKUDVHV ZKLFK IRUP LPDJHYVY OLQNHG E\ SHUIRUPDWLYH YHUEV
languagesm D NH RI1 XV DQG ZKDW ZH FD QH&MNIB7RIEPOELpit©thece bximyJ HV -~

an overall (linear) narrative arc in my minbisis not communicated in terms of cause and effeid.

possible that the disruptions to language will cause some readers to dismiss the redacted bizaks. As
Samuels (whospoetry anl proseis oftenfragmented) explains,

people learn to thinthat there is a sense and that language makes it (only) in certain ways, and
WKDW XVLQJ ODQJXDJH LQ RWKHU ZD\V LV 3QRW PDNLQJ VHC(
fact about languagor the organizational possibilities of the human wd¢Bdmuels 2014)

:KDW NLQG RI uVHQVHY @GHHNWY rédBef@d KdoldsHadh DN Misidle fragmented

narrative has a cumulative force, which is amplifiedinyultaneously attempting to retgkfragments

of the text wichare SDUWLDOO\ KLGGHQ RU FRQFHDOHG 6DA@®\In ORUJDQ
Diagrams Installation/Performance Seri€$9931994) is a good eample of how narrative can
DFFXPXODWH D QUX\®&HKYHR R 8\WrganR@1Q,56). During her live performance,

artefacts relating tber IDWKHU YV UHFHQW GHDWK ZHUH GXJ IURP D FRQVWL
artefacts were scientificallgnalysed and recorded in verbal and written forms, gersonal texts
ZULWWHQ E\ ORUJDQ DW WKH WLPH RI KHU IDWKHUfVY GHDWK ZH|
The Human Experience of Time and NarratMeygan describes how the revealing of wisahidden

can construct meaning via a cumulativerative:

the process of revelation would have a rhythm of its own, one that would cut across whatever

other activities were happening at that moment, no matter what they were, and become a
narrative. TheFrench philosopher, Paul Ricouer speaks convinciapgut narrative as a

temporal function occurringinarmd WLPH DV pD OLQHDU nowdfF Y WIKR B DRFIKD E
GLVFUHWH pQRZY IROORZLQJ RQ IURP DQRWKHU pQRZT DQ
accumulation(Morgan 2019, 56)

If we consider théemporal function of the redacted bodksmulative narrativeisis worth considering

how toprompt the reader/viewer to performatively engage with text that is visible, partially visible, and
blank. Use bthe present tensareadygives each text a germative intensity+andthe fragmered
narratives have the potentialrteove the active reader through one unfixed present moment, to another,
to another.

2|n addition to Lisa6 D P X Hegpériméntal novellender Girl(DusiePress2015) her other print

publicationsinclude creative nonfiction, long essapsmerougpoetry collectionsvhich incorporate visual

SRHWU\ VRPHWLPHYV ér oravingsanprdst vVeSdRtfy THe QaRg White Cloud of Unknowing

(Chax Press, 2019) which is prose poetry combined with photograpi3P XHOV YV ZULWLQJ DOVR FUR\
disciplines tinto sound, Wleo, visual art and film.
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As the redacted books are defamilarised in vistexttual, and material ways, each book becomes a
XQLTXH REMHFW ZKLFK FKDOOHQJHYV WKH YLHZHU UHDGHUTTV SHL
Rl WKH FRYHUVY FDQ QR ORQJHU FORVH DQG WKH VSLWQdktV DUH V\
to be closed, and characteristically ithe tvisual presence of the spine that is the opening that marks
WKLV VSHFLIL Rhe-datPdpéniQgHd/tedirst move in a potentially significaabd often
dauntingtWHP SR UD O XRab20W3\\6B)Nesg Jédacted books are slightly open as if negating

thatfirst move +they offer a visual invitationtto have timespent,on them.

The presence of apparent clumsy manual endeavour is evident withayeénsof the masking tape

layers, which are alssuggestive obbsession and/¢éime-consuming labour, although the visible words

are chosen with precisiomhe rips and rough tears in the tape (as opposed to neat scissor cuts) produce
blurred edges, drawg attention to the presence of human hambis is evidence that much time has
already been spent on them, before. The minimal word selections suggest the duration of time to read
these books now, is far less than the duration of time which was neeém@, Before when? Before

time was spent on them

Reading the text becomes a more active process as the surface of the page and the visual appearance of
text is disrupted and defamiliarised. There are also chdittegiew each page as an image, torafie

to read combinations of visible or haffsible text, to view the books as material objects, or all of these

things, simultaneously. The process of viewing the books becomes an encounter with a textual
object/artefact and an active intertexual readingcess(Allen 2000,7) DV WKHUH LV QR pFRU
HMSDVVLYHYT PHWKRG R UH D @itesitheékHaswhely| Mad t.KH UHDGHU UH

Though the redaction process could be described as an intertextual transforritatam, theorist,

Graham Allen describes anintdV WLQJ GHYHORSPHQW LQ .ULVWHYDYfV WKHRU
to avoid the reduction of intertextuality to the traditional notions of influence, source study and simple
MFRQWH[WY .UL MM keMrDint@rexdudBtiy) iR #wvour of a new tertranspositiori (Allen

2000, 53) In Revolution in Poetic LanguagKristeva elaborates as follows:

Transposition plays an essential role here inasmuch as it impliesath@ogioent of a former

sign system, th@assage to the second via an instinctual intermediary common to the two
systems, and the articulation of the new system with its new representéiiiityeva 1984,

60)

H7UDQREMVAWUDQVIRUPDW L R QffatePdeddfiptionEdf rddadfdd Ukctiods than
intertextual transformatiortthe abandonment (partial reduction, blanking out, removal) of the former

text and articulation (re/construction, revealing) of a new texnfwithin it. Another citing of
KristevDYV VOLJISWWRKNILWQQ@HVFULEHYV KHU DV KDYLQJ VDLG pGHV\
in a similar quote(Allen 2000, 53)Abandonment / destructioaf words and phrases ialso an

appropriate way of viewing mg established redaction practices which seek to expose meaning or
engage with censorsHipas a reductive, artistic and political method of exposing hierarchical power
structures. However, in this research, the preadsredaction is used in order toieutate a new
fragmentedictional text. The redacted books thus occupy an unstable and hybrid spdederline

between artefacts, visual image, and fiction.

The redacted books also occupy a borderline in ternapmfopriation. Who does the text badpto:

this writing self, or thabther ZULWLQJ VHOI" ,V .ULVWHYDTV 3SLQVWLQFWXDO |
the writing processpr the writer? IsitODQJXDJH" ,Q GLVFXVVLQJ Ot MKeD LO % D N K
expDQGV RQ %DNKWLQYV LGHDV RI ODQJXDJH RFFXS\LQJ D ERUGH

3 See forexamplelEODFNRXW SRHWU\YT SROLWLFDO DUWZRUNVY FRQFHUQHG Zl1
MVDQLWLVHGY DV XVHG LQ VHFXULW\ VXUYHLOODQFH VWXGLHYV

74 Kristeva is credited with introducing Russian literary theoristNNKDLO % DNKWLQYTV ZRUN WR )UHQ|
during the 1960stwhile structuralism was transitioning to pastucturalism.
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ZRUG EHFRPHV RQHI¥Y REZW RIKWRXSURSULDWLRQY ZKLFK PHDQV
own, is always permeated with traces of other woodiser usé/ (Allen 2000, 28) This borderline

VHQVH RI ODQJXDJH DQG RWKHU Q H Whetebo@ldssata WotdDWAidH Wad/itlk % DN KV
*UHHN URRWY LQ WKH ZRUGV pRWKHUYThE Hiabdit\dspecDondthe RLFH Y R
tongue / heteroglossia present heretaseach redacted book now contains the narratives, voices and
intentions of two writersand the reader (who -irites the text as they read it) also becomes an
additional writer

«DW Dv@en nddment of its historical existence, language is heteroglot from top to bottom: it
represents the eexistence of sockeological contradictions between the present and the past,
between differing epochs of the past, between different sde@ogicd groups in the present,
EHWZHHQ WHQGHQFLHVY VFKRROV FLUFOHV DQG VR IRUWK
KHWHURJORVVLD LQWHUVHFW HDFK RWKHU LQ D YDULHW\ F
(Bakhtin1981, 291)

Despite this somewhat comforting description of the social construction of language, | remain unsettled
about claiming full ownership over the redacted books even though the intertextual/transpositional
SURFHVV GRHV Qfiphta$ HQ®W RYLDXEWDWLRQY 7R FKHFN WKLV
from eaclredactedook as transcripts, and run each of them through online plagiarism software. There

are no alerts.

0\ FRQFHUQV DERXW DSSURSULDWke# the GRa@f WooksLan8 kealiseH WKR X,
ZRXOGQIYW KDYH EHHQ DEOH WR ZULWH Ai&ptiocess Siae\iolloaxdo DU WH
for each book has produced a set of redacted books containing fragmented fictional narratives unlike

any other text have readHVSHFLDOO\ ZKHQ FRPELQHG ZLWK WKH PDWHUL
found anyone else using either. It is precisgsygausehe new text within the redacted books seems so
RULJLQDO WKDW P\ FRQFHUQ DERXW DSSURSddlamay, Ll Rrige oV DPSOL
one of the (living) authors via hlgerary agent. | tell him what | have done to his book, but get no

reply. | try again, but to date, | have received no reply. Authors are difficult to contact directly, and for

good reason.

Would I mind if someone did this to one of my novels? No, becduseuld be their own copy and

novels exist as multiples. So why do dtill have concerns about appropriatiokathy Acker®

deliberately plagiarised large sections of other texts in her novelsghtibaere are many conflicting
opinionsabout .DWK\ $FNHUfV ZULWLQJ &DPSEHOO VXPPDULVHV $FNF
effectvely GHVFULELQJ KHU DV 3WKH SLUDWH SXQN RI 86 SRVWPRG
SROLWLFDO PRWLYDWLRQV™ DV

myrLDG JXHUULOOD WDFWLFV RI EDG WDVWH YLROHQFH 3WH
textual shattering through eup practice in her overtly signalled war against capitalism and
imperialism and the violence of the representations that susem(Campbell 2014, 153)

$FNHUYV DSSURSULDWLRQ SODJLénergefieforcBIVadkivadth @ adgiabisny LEUD Q V
and rewriting texts by other literary writers (including-telling myths), Acker construed her

narratives from highly personal texts, including her own dialmesontrast, the author Jeremy Gavron
appropria¢s whole sentences from his favourite 100 novels to create his FBelokCulpa(Gavron

2018) Gavron add# his own phrases in order ¢omplete the narrativend claim ownership

, GRQTW IHHO WKH VDPH WRR® HAK® @ EFmRKM/ POIRHRENHRISIIE Dhis is
because | had a narrative in minefore glecting the words from the foldeddk (a book will tell the

"IRU PRUH LQIRUPDWLRQ RQ .DWK\ $FNH UAftér RatHyHAdReD @ LEdgdryV LQJ VHH &
Biography(2017)
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story of how it transforms into a bird). | therefore imposed the narrative on the book, wadmsch
expanded as | transcribed the words from the book and wrote the story, rather than selecting the entire
narrative from within the bak.

From these doubts and comparisons, what becomes clear is that a sense of ownership, or at least the
illusion of owrership, is contained within the process of constructing a narrative. However, in the
redacted books, my primary concern about appropnias that the narrative emerged from a book by
another author. In an attempt to assuage this concern, | attemporooirate the words chosen from

fhe LeopardLQWR D QHZ SLHFH RI MKW U®BRARNEVYUGILG ZLWK u

The new text rapidly becomes tpilengthy (pound . ZRUGV D Q @et GaRikbE Q fndfe
conventionally structured narrativeéthe narrator is a ghostlike character, who occupies/possesses
elemental forces, objects, and other characters. At many points in the narrative this fuercatos

more as an observer than an active pigdint within the story. The most successful elements are the
strange imagery and landscapes, and the surreal versions of the narrating chasaicteicould also

be rewritten as personifications of theoon and the mountain, the thornbushes which aegtive
spirits, and the central character of a fHleaded leopard. The minor human characters are either violent
and ambiguous, passive or dead, so they either need to be removed or depedigraicant amount

of time (beyond the limits of this B) would be requiredo develop this new text to its full potential.

For now, | will set this new text aside and accept that the fragmented narrative in the transformed book,
¥ KH /HR B BitduBgheousl original and appropriated.

Another redacted book KLFK LV ZRUWK PHIMVIBRQQPEQREFW MG FRS\ RI SBHWHU &
The Chemistry of TearShe way | worked with the materials developed (through time and practice) by

WKH WLPH HDPWOEBMHGUW KLY ERRN PD\ ODVW G@fti@ehddidr iWwacime®. n7KH /HI
Many pages are simultaneously an image made from text, and text that makes images. The use of
individual letters to spell out words (e.¢1 0 p e tpersonified as a charactereas departure from

previous redactions, where ordgmplete words were selected

The narrative is strange and unpredictatihe narrator is a human who has recently died, yet is
refusing to dietinstead, they are coming to a new understanding of wdaihdneans. The properties

of metal have become mgiaal, this character rejects the notion of death being peaceful, and can travel
anywhere they want to, as long as they are touching something made from metal. Hope, as a secondary
character, functions ashelper to the narrator, and though she is mesingriand charismatic, she is

highly unreliable. By the end of the book, there is some peace to be had for the narrator, as their spirit
settles inside a book which is held in the hands of someone thelowadeFor the reader/viewer, who

holds this bookif they are open to this interpretation, they become this person who is loved by the
ghost in the book.

This is the narrative | see, because while redacting | was imaginatively filling in the blankswehéch
missing in the specific palette of available words. Other people who read/view the redacted books might
find alternative narratives, due to the fraetdland unpredictable combinations of phrases and words,
the textual whispers and hidden words, dreregative space on the pagethat sense, each reader is

also a ceauthor of the redacted books if they invent their own narratives

The words | woulchave written myself if | was writing a new narrative containing allusions to these

books, with a freec KRLFH RlI ZRUGV ZHUH UDUHO\ WKHUH @KHdVHOHFW!
choicest EHFDXVH WKHVH FRPSUR P L VibhghZthdwae fustrawné( Budng theL W KH U
writing process, during the reading process, | value the confidencerdfolwvoices which contain no

sense of compromise. The redacted books contain words which work together in unpredictable and
surprising ways.

It is strange that smany of the redacted books include ghosttikaractes.
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: KD W rhy ewn untellable story, ghstory from long ago, is emerging in the gaps created between
fragments. The gen@xt, in a psychological sense, is whispering of the pressmyg untellable story
within the fragmented stories | am now telling.

, FDQIYW ZULWH WKLV VWRU\

So instead| explore the stories whictanbe written and revritten, the texts that can be dismantled
and reassembled in new forms.

Orwhat if« W K H V Blh&Rt&INby the ghosts of their authors, though one of them is still alive? Are
these ghost writers angry | levedacted their names from the book coaedredactedheir word®

In discussing how much a writer needs to make formal acknowledgemeippidpdation and
MERUURZLQJY |UlRdPatr&\sshdlalJuierSpidsts says,

what in studies of Shakpeare might be termed an examination of sources or creative
borrowings, citing allusions to or redeployments of Ovid, Plutarch, Thomas Lbé@gepman
comedies and so on, becomes in the case of a modern novel a reductive discussion of plagiarism

DQG XW® Bl Q (Sanddrs/2006, 34)

6DQGHUV JRHV RQ WR JLYH WKH HBdeSraithtiRgd thdD the-title elrésbesV QR Y H
SLWV LOWHUWH[WXDO UHODWLRQVKLS ZLWK +HRIPHHJL\F HI5SRGH\D Q B
ZKLFK -R\FHTV QRYHO DOV WDRQDRKRLSQWHEQ®HPW XDWJ XJHH\DO WK D W\
UHIHUHQFH WR +DPOIly¥s CRHOVGIVYW RDNHLQDO 6KH DOVR VD\V *
palimpsestuous writing indicate that paf the pleasure ofeadingis in exploring intertextual

relationslips without authorial interferencéSanders 2006, 35While FRQVLGHULQJ .ULVWI
UHOXFWDQFH WR DOORZ WKH WHUP LOQYWHBULWVHNIWXQ G L%H QWD E HQWY
Rl uLQIRUPDWLR Q4 nékbRhelepsMrihdling that@ppropriation is devalued whénis
unacknowledged within contemporditerary texts Paradoxically interdisciplinary projects (music,

film, stage prodctions etc) which quote, recontextualise or allude to literastd@areoften regarded

as3D 3NLQHWLwhi&emieresWKH OLWHUDU\ WH[W U D W3ahtlers\B0RE) Q 3UREI

40).
In summing up her dezission, Sanders calls forethinkingof,

the process of adaptation, moving away from a static or purely linearmartdUnfoldings,
recyclings, mutations, repetitions, evolutions, variations: the possibilities are endless and

exciting. (Sanders 2006, 391)

| redact another bodk looking for ghosts, making images from text, and seeking out their vbices.
GRQTW UHDG WKH ERRN RU Dimythd Miskah oVirdepehtamtgenby gsotdid) DW LY H
ghods in the booko show me their facesand/ DON DERXW ZKDW LWV OLNH WR EH C

"®Talks to TachersRQ 3VV\FKRORJ\ DQG WR 6WXG H@WikanRIamespublished byL IHTV ,GHD
Longmans, Green and Co, London, 1920.
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Ghost Tall(detail) (Photo credit Jessica Chubb)
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Ghost Tall(detail) (Photo credit Jessica Chubb)

In the previous two images, the faces appear at a distance to bem&diesal; more illustrations than
fictional text. But the words chosen to be the facial features (in particular, the eyes) represent the
thoughts of the ghost who is represented @ithage.
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Ghost Tallk(detail) (Photo credit Jessica Chubb)

2Q WKH SDJHV ZKLFK GRQTW FRQWDLQ JKRVW IDFHVY WKH FRO
expanded on. On these pages, ghosts are images, and ghosts speakrdammnts this conceptually
UHVHPEOHV FRQFUHWH SR H {Brudkdr QO0A, RIIMtveEK théuisub\ang Dexxuq L W\~
aspects. This unifying aesthetic principal emerged after Futurist and Dada arisggsekiously
DWWHPSWHG WR OLEHUDWH SRHWLF rDdaydrkiang,Haitldukally WeK H FR Q\
linear format of the greyw R Q H G(D8uokeéHZ004, 233) However, while concrete poetry varies in

fRUP WKH FRQFHSWXDO GULYH 2Wmhbed itsWerbalRdnplity R @&l W L1H P HI
YLVXDO IRUP IURP ZKLFK KDvudkéd QOQ4R B3l oddd ®ith WaWWs-bCcurring

on the pagesf my transformed boolkGhost Talk Here, the characters are a collection of fawade

from visible and serwisible words They speak in word combinations which have ambiguous
meanings. Just like living characters in fiction, they often argue and catteadih other. Many of

these ghost thoughts are vaguengsabstract nouns andpetitions.

There is often a sense of longing for the world of the senses, and a desire for possession of the living.
The images of distorted ghost faces make eye contact with the reader, usayg$etct communicate.
This redacted boofakesambiguousneaningwia shortphrasesand absences

The followingextractis a short transcrigtom several pages
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Execution of | word.

Tracing. Thinking. Hear.

ME\ KHDUWT
remember other dates; and after no further argument pass by.
But by heart, a remark

out of place.

A strong reaction;

by heart is despised

a dispensableothing.

by heartby bridgeby hammeiby picture

to sound and see or think.

By emotion by heart
by pain done
by end it,
by 9
h
0
s
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ExploringHybrid Processes

This section surveys some hybrid textual/visual explorations by other whtgrbrief engagement
with some of these processes leadwiiting a short storyusing the theme of memory. Thsory is
called Before the Galdand istakenthrough further &rationé’ at a later stage dhis project

The et Austin Kleon is often credited with creating blackout pd@tigamsay 2014however, Kleon
acknowledges on his website that people have been making poemsdwspapersfor 250 years
(Kleon 2014) As well as print publication of his blackout poems, Kleon started a Blackout Poetry blog
on Tumblr, resulting in blacut poetry becoming popular online.

Another established artform vdf uses redaction is erasure poetwhich involves making/writing

SRHPV IURP pIRXQG WH[WVY E\ HUDVLQJ RU VFRULQJ RXW ZRUGYV
of words. Erasurgoetry as a technique is credited to American poet, Ronald Johmbonfirst
publishedRADIOS D FROOHFWLRQ RI SRHPYV Palddi¥eQdsfin 224K (BohiggoO LOWR Q
2005) The process of making new texts by selection and erasure is sometimes described as an artform,

or as erasure ptg, blackout whiteout poetryfound poéry: these terms imply overlapping boundaries

between art and writing:blackout/whiteout alludes t& DLQWLQJ GUDZLQJ PDWHULDOV |
refers to objects, images or texts being recontextualised, eraspeaks of censorship, eradication or

removal, and poetry implies a condensed and literary fBimat and academic, Mary Ruefle, briefly
drawsattention to these boundaries and overlaps between art and writing forms in her melancholic
lecture:On Theme

Arw KDV DOZD\V EHHQ DZDUH RI LWVHOI DV DUW (YHQ WKH
KDV WR EH VRPHRQH ZKR plLLiQ &dofitekt\Wiat i3 Bt LoNsciOlsVa Wikal E H

in a museum. As far as | understand it, artists are trying \&dyth be as inclusive as possible,

to broaden consciousness so that there are fewer boundaries, lines of demdRuadithe

2012, 6869)

Ruefle also explores the boundaries between art and writing in her oativengracticeLittle White
Shadows a56 SDJH PWZKLWHRXW SRHWU\Y FRO@uefeNLIittR @/hReLSBddowWwU RP D | R
2006) Ruefle uses white correction fluid as her redaction material, which is similar to theeeras

materials | am using, though it hasry different qualitie$®. Correction fluid is a concealinliquid,
XVXDOO\ DSSOLHG E\ D VPDOO EUXVK RU SHQ ,Q 5XHIOHfV KDQG"
(and yet meticulously, possibly rhytheaily) so that parts of letter edges show as ink smears or patches.

Little White Shadowis publishel as a small pamphlstyle book. The reproduced altered book pages

" This iterative process (and iterations of some other fictional texts written during this research) is described in

this exegesigduring Section llI: Iterationd-or athoroughglobal review of iterative poetics and copy practices

VHH -DFRE MakeR Q&IpheEdmond 2019)

% OHRQYV ILUVW FR O OH FNewspapeRBlaEOWDES [dublished ShREBILB by HarperCollins.

P3HUKDSV WKH PRVW LQIOXHQWLDO SLHHMduRdintiR XQE @ W W EZ DYHED WF HE

which was submitted to and rejected ag=rhibit by the Society of Independent Artists in1917. Beaio®d
'XFKDPSTV SUR[\ GHIHQGHG WKH ILFWLWLRXV 5 0OXWW ZULWLQJ 3+H \

its useful significance disappeared under the new title and pointbZvi FUHDWHG D QHZ WKRXJKW IRL

(The Richard Mutt Csepublished inThe Blind ManDada journal) May 1917) For more information about

'XFKDPSTV DU WtgR/dhwwnividddvells.ch/ducharripuntain100-years/

80 My materials have thtollowing qualities: vhite correction tape covers text evenly with ancusand

slightly gloss surface. Masking tape is matt, slightly textured and raised. While translucent when applied as one

layer to leave some text sewisible (as halredactions/tetual whispers) the masking tape can be applied in

layers which thickendhe pages. The shape of the book changes as the spine is stretched.
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are printedasglosY XUIDFHG SKRWRJUDSKLF LPDJHV 5XHr Dter§civs XEOL VK
page on their website where people can make and archive their own erasurfé.poems

RXHIOHYY FUHDWLYH SUDFWLFH LQYROYHV PDNLQJ HUDVXUH SR&t
erasure poemniylelody (2008),is publishedonline. (Ruefle 2012)This poem is shown as a series of
SKRWRJUDSKVY RI WKH DOWHUHG ERRN SDJHYV (Rdpedye EKHOOH $0GL

As well as correction fluid, Ruefle occasionally usespthaterials to blackout some pagpesrbaps

marker pen or dark pencil leatit is difficult to tell from the photographs). The pages of ketody

poem incorporate found illustrations which have been cut/torn from other sources and pasted in. On
Aldridge 1®¥Gwarlingo website, Ruefle des&iHV KHU SURFHVV RI ZULWLQJ HUDVXL
ZLWK P\ H\HV LQVWHDG RI P\ KDQGV"~

In my experience of redactiogbecause of the layering and ripping of masking tape my hands are
involved far more than they woulk if they were either handwritinty,ping, or rhythmically applying

correction fluid. Layering requires the masking tape to be torn, placed carefully, smoothed down,
repeated. The is constant interaction between #yes, the mindandthe handsvhich perform the

ritual of the taskThough Ruefle is perhaps the writer whose practice is visually closest to my redacted
books(though without the halfedactions/textual whisperghere is a fundamental differencetivat
Ruefleidentifiesherredaction pratice as poetry, wdreas would identify mine, for the purposes of

the storytelling aspects of this research projasfiction. (YHQ WKH PRUH IUDJPHQWHG
redacted book could beoselydefined as fiction, becaugiégnvolves he developmerdf an appropriate
(fragmented)narrativevoice for multiple ghostcharacter$?

In contrast to working with physical copies of books, Australian poet, Eddi®VPRUVRQTV SRHW
collectionis written with words from3veryday 21 century texts such as embs, tweets, webfeeds,
etc.(Patterson 2017 he words that are redacted (by using compgégrerated black oblongs) inigh

paperback bookan only be guessethut it seems likely thahost of them g the namesf real peopt.

J)DPRXV SHRSOHYV QDPHV D URtdeEcRW GIRHY/MAWH GBS &H BhebseesR/ GHH V F U
tKkDWYIV EHHQ XVHG WXRbu Prowes thektheméd thatRikk® te collection together:
redaction as a metaphor of surveillanod aensorship.

6SRNHQ ZRUGY ZHUH HUDVHG UHGDFWHG E\ VLOHQFH GXULQJ .HC
paper,Proprioception, Poetics and Performance Wrifinghile the audience cut up and rearrahge

material copylIn his essayUnder Erasuré Raphael Rbinstein provides a thorough overview of the

history of erasure poetry (and erasure as political statement in visual artwbsidiscussiorfocusses

81 Sadly, he last poem appears to have been posted in 2/Eepoetry 2012)

82 Michelle Aldredge and her collaborator, Corwin Levi, also publidiécor Mirro red +a limited-edition

book of imageg¢some includingtexttte DVHG RQ *ULPP IDLU\ WDOH YLQWDJH LOOXVWUDYV
by contemporary artistd.evi 2020) An example of a purely visual interpretation of then@ri fairy tales are

the paintings of figurative artist, Rebecca Holden. Holden used an element of chance and random selection in

KHU DUWLVWLF SURFHVYV BKIRMHFWHDOKIK) DXNHGQTULABGY WR VHQG KHL
these determirtethe colour palette. She also asked them to randomly select a number (from a given range) and

this determined which page from the Grimm Tales would inform the imagery opaating(Holden 2014)

83 The bounddes between fagmented fiction and poetgreworth exploring, buthey arebeyond the scope of

this research project.

84 paterson draws on techniques from the visual artsjattD G L F D O Zug tedhhiquégfcoickeW poetry).

8 'HO O\ 0D senpeifhrvhancenvolved her alterego, Coni Tex{Cometprojectspace 20)&ilently

readng her papefrom the podiumengaging in mouthin gD D XJKWHU DQG JHVWXUHV ,Q WKH QR
0 D O R grEdeiic paper was cut up and foldetban into shapes, spreading acrdssroom ikt ODORQH TV

term) pF R Q \(WHIpWel2G17) For other examples of experintehNew Zealand writing, se@ver Hear: six

types of poetic experiment in Aotearoa / New Zehleth Lisa Samuels, Tinfish PregSamuels 2015)
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on the exhibited works of poets and visual artists at the Pierc DOOHU\ LQ 1HZ <R#&N SHUDYV
JUDGDWLRQV NQRZV KRZ WR VXVSHQG D ZRRWINst&NRKH IJDS EHWZ

Thoughthe wordsuspendalludes to the visual appeararafetext as poetry, and erasure poetry is an
established artforpras | nentioned in the context of comparison wRbeflefV U H G DWwolld-riQ V

label the intended outcomes of this research pragacpoetry While consiGHULQJ ZKDW LV RU
defined as poetry, it is wortteiterathg thatJohn Hall gave me permission ¢all one of higexts a

poem,even thougthe doesnot define itas a poenhimself When discussing writers calling their work

M S R H Wsd Samuels eknowledges W KDWQ PYHQUIY ULJKW LV DQ HWKLFDO Gl
DVVXPSWLRQV DERXYG®EMYWERQIWDWE&LQN SRHWU\ LV D WHUP |
QHHG DV PDQ\ W\SHV R Z8dmelsQUlD ivteRidwhppad) JHW -~

6DPXHOVIV H[SHUL PFQ Gids \&rittdd intd fiadrn€énied third person narrative which
is frequently interrupted by sections(aélicised)first person writing

Girl forms her mouth on words, she takes them out and pushes them toward one attendant and
DOQRWKHU ZHW D Q edi (bR Faleasetiltd ekt WOR/ what are you doing here /
ZKHUH DUH wkakdd Yor Brhell like you have eaten salt in your mouth there are teeth
they are leaning outward as you breathe toward me, would you like something to eat to smell
to (Samuels 2015, excerpt from Chicago Review p146)

These firspersoninterruptionsshow ughefluid internal thoughts of the protagonist, Girl, who is half

shark, hahtK XP D Q 36 R W K Hin@sDal) pettizgdd as & report from within a strange, literally
impossible, imagined ontology” 6 DPXHOV GHVFULEHYV RKeéhderib[riasiddhcEraie@ WD W L R (
ZLWK 3KRZ WR LPDJLQH ODQJXDJH SHUIR$2hWweIs 20K linternkekvD U D F W
pp40G48).

A Bookis a novel constructed from prose fragments written by the author Nicole Broksard.

6 D P X HTerd&rn\Girl % URVV D U G 1 proséimMAIBobkFWKGG DOVR EH VIDthée WR pSH
page, thoughTender Gil DUJXDEO\ HQJDJHV WKH UH @ué tlestablishi§réd LQDW LR (
U H D GmMali§riél connection witht L U Enfidcter via hen R W K H idri@Hhovdhtsand sensory
descriptions Both novels use unusual typography lsuas alternating font sizes, unconventional line

breaks, oritalics([SODLQLQJ KHU IDVFLQDWLRQ IRU WKH YLVXDOLW\ RI
calligraphy, headlines, typeface changes are used to reinfer¢miisgression and to emphastse t

ZRUN RI WKH UHDGLQJ H\H«ABobkR § X W WMERDDOR/IRNVID\ VDW RKD@WD W LR Q
UHDGLQJ ~ ,W LV D ERRN ZKLFK LV /[BRdhybbokd +HiR BoNld dsQ e DER XW
described as metafion (fiction about fiction)The pages ofA Bookcontaintext printed at the top of

each page, with blank space below. yban be read in any order and on some pages, line breaks occur
partway through sentences:

The words follow each other quite closely. It is easy to see them ahthesa, but the eye is
quickly clouded by the desire to know even before the eyes havetoelaave read without
reading, to read before and after. Before through the memory and after through speculation.
Thus it is rarely at the right time that the eyeslthe reading it is supposed to do.

Between the lines and the words
the spaces reveas anuch as the text. If not more, if not the essefBr@ssard, 29)

While consideringthe visuality of text in the printed fofif) decisions about visual layoate often
madewhile working onscreenHowever,theredated bookdor this projectaremanual endeavours.
What effect doesapidtechnology have on theonstructionof phrases?As demonstrated by OHR Q |V

86 ine breaks and disrupted sentences are also used frequently in mpwsis though theyarewritten as
linear rather than fragmented narrativéhere are partjormedsentenes, floating lines and texts within texts.
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Blackout Poetry @ 7XPEOU ZKLWHRXW SRHWU\ EHLQJ SXEOLVKHG RQ :L
white/blackout/found poetrgn social media app&uch as Instagranonline tools and appae used to

rapidly create and circulate textdusician, David Bowg, who used stotglling and characterithin

KLY O\ ULFV GHYHORSHG D FRPSXWHU SURJUDP LQ FROODERUD
randomly and rapidly generate phrases. Bowie had previauskedmore slowly He hadapplied a

cutup tecmique by cuttingout phrases from newspapers and literary sources, mixing them in a hat,
UHPRYLQJ WKHP DQG PDQXDOO\ VWULNL QrteMeV2RB)HEiaZRU GV KH |
publishedD FROOHFWLRQ RI SRHPV ZKOFEKRAHUMWL R Q LsatWakb@alddD DR O D W
Pink Noisg(YUl 2007) Random éxts weretranslated by being fed repeatedly into the software and th
resultantbookof collaborative pemswas printed as a set of transparen¢hes/mptotejournal 2012)

An online app is used to scramble and reverse a paragraphtekt There is an increased sense of
distancdrom the contenandlittle control, other than in the choice of words to be shuffiistoricdly,
random selections of wordeve beemused by artists (Dadds Brion Gysin et al.) writers (Tristan
Tzara, William S Burroughs, T S Elietal.) and musicians (Bowie, The 8#es, Frank Zappa and Lou
Reedall used random processes to generate-taplage and lyrics{Wein 2012, 56). However, my
own brief experimentation with randomind rapidselections of textevealsthat slowness and ag
level of control have become significant aspects of the processesegipldhis project.

Returning to a slow process, | redact@mory conference documesgtarchingl R U D pFRXQWCHAIL Y H |

+or more specificallyreversals and transformationsrmoémory as a theméhis is useful in terms of

generating surprisinglea$’ to work with. There is aroverabundance of abstract and proper nouns,

and absence of action verbs and common nouns. Most of the verbs describe academic processes
MGRFXPHQWLQJY pHUHIHUULQJ WRYT pUHIHU hvQuidib&§mbfe useluW KHU W K

for fiction writing. As a result oslowness redaction becomes a meditative procisstead of finding

a narrative in the documentg theme of memory provokéoughts and ideas about what memory is,

what it does, and what happens whea disruptedThe redacté memory conference text is used as a

WKHPDWLF ZULWLQJ SURPSW LQ R UGHRUW RViidhYsDobasadoR iIK HU V KF

idea of memories being redacted. In a departure from a straightfdilatézdal narrative involving a

plot, confict between characters, and a shift in the narrator, | &gta character remembering and

remembering and remembering, as the world blowshgdpocalyptic aspects of the story stnewn

to the reader by what the narrator s&eX W G R HV Q 1 WarkiRner(faidettihgZabi\fa€getting and

forgetting.

2QFH ,YYH ZUL Wthe dhQrt Bty cathsdemMiéhvGhe material text can be made to disappear,
WR YLVXDOO\ UHL Q| settibriHof \Mddadragiver The ot sautidh is to simplgelete

that part of thestory, orto make the font colour white and pritite whole storyn blank pagé42 but

could my story be partially deleteahd remain legible, so the narrative (forgetting / redacted memaories)

is shown vsually in another iteration of this story? On screen, several iterations of the same section of
text are experimented with so that certain words or letters disafpeae ofthese areshownin the
following samplesvhich are the title and first paragraphthe story:

87 The phraseThememorial tomurderedmemorials for example, will probably be useful at some stage.

88 Blank pages within avargarde and conceptupbetry DUH UHIHUUHG WR E\ '"ZRUNLQ LQ DV
VXEJHEQWKIRXJK WKH EODQN SDJH DV SRHP FDQ EH IRXQG PXFK HDUOLHU
in his collectionDeath to Art.This pageconiined the titllPoem of the Endith no other words printed

beneath i{C. Dworkin 2013, 27)

8 Q /ILWD +RUQLFN Y Wred3 Jullishad a boo® BykAX¥ah Saroyan which was a ream of blank

typing paper+3:D ERWR EHRUQLFN GHVFULEHG LW DV D 3ZUHWFKHG OLWWOH
concerned shewdOG EH FRQVLGHUHG 3*WRR ERXUJH RatYuMisR itXShE&ddnsidid Q G 'D G I
the majority of the published copies to the @h Dworkin 2013, 12)
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Sample 1: (vowels replaced with spaces)
BFR TH GL

TPV WW QJ Q E QFK W WK zZ W UtuyOW wmNlic@®In W W V
uv WITV G ZQ QG P\ \ fiuwt futr bgfI® I ngIJk 1 bg PrIWgt, s k ngs

P WK QJSVV EO Z OO0 QJV P WK stlsdnF&hQ3I x AIRY
ctshd fmiInchly. Iv ndht miInchlyft ns k t t,bt thdtb thr nm Ir dy,

G GQTW W" 7 NQ ZZKW W O NI U 5 RPGN WOBK Q IP\ KWXG/E
sqr wthnocmr mbr drdw thcfliw rs.W p ngt rsfrmth cr s sb n thmy

ys, ps frmmnnd xm n th wrp ndth wft fth th ckffbn a Whtw Id n s

tfl nsb ,w thtth th r?

Sample 2: (consonanteplaced with spaces)
EOE E AE

T L L R D H D H D H R RR L R X R HDa H D R RI
eaeui o eeo o0 ai o oo0,o00i Ooi ,diH L R L H L L R H L
ea a oe itoue iea aeo ea o.loea aeea o.leeom,ui a oe

HHL HD HD L § L" RL R DD DR ,RK RX X DLH LH ,
eoee oiee i oouu oe .ii ea O e eae eeal ame oaoe a eaie e
aa ee o0 ei ie ai. aokeeoie eiou eoe?

Sample 3: (the theme appears in the gaps)
BEFOREmMemoryTHEmMemoryGALE

,IPPHPRU\VLWWLQJPHPRU\RQP HP R Unddythehie Ridhyiake @ éniK riRdBrigd \D W P H
okingmemoryoutmemorytomemorysea.memoryThememorycargomensmdioaryarememorycarr
\LQJPHPRU\DZD\PHPRU\PHWDOPHPRU\FRQWDLQHUYVY PHPRU\,W{VP
moryeyesmemoryarememoryrunningmemoryfrommemorythememdnyeffamryofmemorystaringme
moryformemorysomemorylong,memorylookingmemoryformemorylight, menkimgseemorysometh
LQJPHPRU\SRVVLEOH PHPRU\ZLOOLQJPHPRU\VRPHWKLQJPHPRU\W
ymemorythememorydawnmemorythatmemorydoesmemorythisniemory
memayconjuresmemorythismemoryexactmemoryshadememoryofmemorymelancholy.memorylmemor
ylovememoryanmdemoryhatememorymelancholy.memorylmemoryoftenmemoryseekmemoryitmemory
out,memorybutmemoryitmemoryhadmemorytomemorybememorytherememoryinmemorymememoryalr
eady,memoryd GQTWPHPRU\LW"PHPRU\7RPHPRU\NQRZPHPRU\ZKDWPHPF
memoryRummagingmemorgiemorymymemoryhandbag,memorylmemorypullmemoryoutmemorymy
PHPRU\KDQGNHUFKLHI PHPRU\,3WfVPHPRU\DPHPRU\ZKLWHPHPRU\\
ycornermemoryembroideratemorywithmemorycolourfulmemoryflowers.memoryWipingmemorytears
memoryfrommemorythememorycreamemorybeneathmemorymymemoryeyes,memorylmemorypause
memoryformemoryamemorymomentmemoryandmemoryexaminememorythememorywarpmemoryandm
emorythememoryweftmemoryofmemueyptemorythickmemorylinenmemoryfabric. memoryWhatmemo
rywouldmemoryonememorysetmemoryofmema@stiremorybe,memorywithoutmemorythememoryoth

er?
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Although the insertion of a word representing thememorytheme in thememorygaps might provoke
temporary interest, thesuality of text completely overwhelms the fictional narrative in all of¢los-

screen saples The omission of letters resembles some of theisglbsed language constraints used

in the literary experiments of the French Oulfpoollective: 37 KH 2XOLSR HVFDSHY WKH 5R
de-sac of unfettered imagination (or its Surrealist avatar, @)dwgaeintroducing external constraints,

which are seL P S R (BaBix 2013)

These formal constraints often involve mathematical structures, which developed from the initial
interests of the founding memb&r; 1960. The mafamouspublished example which emerged from

WKLY FROOHFWLYH LV *HRUDspaitBRPUAHKELIVK GRARYHON FRQWDLQ W
7KRXJK 3HUHF UHSRUWHGO\ VDLG 3, VHW P\VHOIcdins@dd¥ LQ RUC
reveaing WKHVH ODQJXDJH FRQVWUDLQWY DV 37KH SUREOHP ZKHQ
3LV WKDW \RX QR ORQJGHUIXYMHY DQ\WKLQJ HOVH’

7KRXJK DV &UDLJ "ZRUNLQ VW &ysterh \permiR HeV aldaRsQovappeanvat the D
PRUH F QiDWoiRih2013, 9)in these orscreen experiments with text, the other elements are of
little value due to their effect on the fictional narrative.

While continuing to contempldi KRZ WR PDNH P\ p%HIRUH WKH *DOHY VWRU
possibilities of using textual additionsutupsandredactions in tandem are explofecdher.

These experimentalrocesesinvolve my own extensions of some oftth p-FOSW WHFK @apeX HY GHY
by the writer William S. Burroughs, and the artist Brion Gysin. Their early collaboratiugsudraw

RQ SUHYLRXV 'DGDLVW DQG 6XUUHDOLVW H[SHULPHQW®O ZULWL
Make a Dadaist PoerfL.ewis 2007, 107andcould also be described as textual colfdge

%XUURXJKVIV SURVH ZULWLQJ VW\OH LV IUDJPHQWHG DQG WK
artists) he produced many eup experimental textsnihis novels he insertedrig chunks of more
conventionally written narratives, ite FRQFOXGHG 3\RX FDQYW GLVSHQVH ZLWK
ZDQW SHRSOMI&RIZBDG LW’

The process of cuttingp textsresulsin anextensiorof my own vocabulary, as words are encountered
ZKLFK , ZR X O G Q TWThepboteds XhaSiayhew Yekk onto older texts is reminiscent of
palimpsests.

Sarah Dillon briefly cites Michael Da@ V R Q 1 V¥ wéid ppalioh@xt

Davidson coins the worggSDOLPWH[WY LQ R UGHMUI WRNVKRPBLLYHR M RY Y|
ZULWLQJ DV WUDFH DV LQVFULSWLRQ RI DEVHQFHYT ZLWK p!
andreLQVFULBEYQGYRQ DUJXHV WKDW pWKH SDOLPW®WtHfW UHWDL
which it emerges. Or more accurately, it is the still visible record of its responses to earlier
writings. (Dillon 2007, 47)

Though Dillon disag)HHV LQ VRPH UHVSHFWYV ZLWK 'DYLG\VaR@p§egtsXVH RI W
are made fromlinked texts) Davidson comments on the material and ephemeral qualities of a
HSDOLPWH[WT

90 Qulipo =Ouvroir de littérature potentielleougHy translated asvorkshop ofpotentialliterature.

91 Writer, Raymond Queneau and scientist, Francois Le Lionnais.

92 The direct translation iShe Disappearancgebut this is published in English with the titke Void.
BYHXUURXJIKYV VWDW Hnbaid Kub W ahd reduidahgedRudill ive you quigev image$ real Rimbaud
images EXW Q H Z(MA«3 PIOL2, 23)or a wide range of collated examples of avayarde writings, see the
website: ubuwel§Goldsmith 1996)
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pencils, pens, paper, typewriters. . . The personist characteseftdonologies is dependent
on their ephemerality, their fatal invament in time. . . staples rust, card stock fades, paper
yellows and begins to flake. . . The materiality of ephemerality is a study in giiestgdson
1997, 289*

In response toheselinks to my recent textual experime? 'DY L GV R Q flaimixt] it €plored
while working withcut-up pages from my own novelalpng with memories angersonal texts)This
part of the project is documentseparately as an illustrated online eS3ay

Handwriting on Sugar Pap€film still)

BHWXUQLQJ WR P\ DWWHPSWV WR P D Nattidly disé&ppebR xperith&nd *D O H
with different types opaper A small amount of handwritingn sugarpaper looks hauntinghile it

floatsin water To the touch, it feels like aittkening of the waterAs it dissolvesthe papebecomes

gluelike, soto readhe writingZKLOH LWV VWLOO O Hwhlddéed td/be dochménte® O YL QJ
as a video or sequence of photograph& LV Z R X O G QdnatrativeasNonigrall fis short story

Butter paper and tracing paper are translucent, whghally suggestslisappearing, but when text is

printed on these paperthe words are fully legible. However, the translucency of these papers is
promising,due tothe potential for layeing®®. 6 DO O\ - 0R U J\DSQUK)A IDfe) i Didgvemsis

9 Ghost, again. It seems they are everywhere. | have just searched for thghvestfthroughout this exegesis.

It is repeated over one hundred times.

9 This stage of experimentation is published in the online joiteahory Connetton Volume 3, Number 1

January 2019 link is included as Appendix Il

9| return to butter paper at a later stage of this project, due to its frailty and the visual effects of layering printed

texts Some of my altered books resemble lyering effect of butter paper il RUJD QY DUWLVWVY ERRN
WKH FRQWHQW RI WKH SDJHV LV HQWLUHO\ GLIITHUHQW ORUJDQYV SDJH
handwritten text, whereas my pages contain printed and fragmented fictional text.
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made from translucent butter paper padée translucent pages reveal layerre-line drawingsand
diagrams combinedith text, creating a moving and poetic tribute to her fa{@rJ. Morgan 2019)
For another example of book pages made from translucerti pfap VHH ODUFH OafistW§ RGWKD |

book” which shareatitle with SWpSKDQH OmenO®dU FRKS GH GpV MDPDLV QYDERC
(Casting the die once will never abolish chance) (1969)D O O DteE peffdé poemmas a famous
precursor of theconcrete poetry movemerin % U R R G Whidrid$jthie\pfiam becomes illegible

becausall thewords have been replaced with thick black [fhes

Exactl\' 50.

hmlmha\yly t E} SO‘I)\,“j ‘(:\ﬂ“ln’
ndgl’ll the man ta L mg n ) e t“”\')

wikh to4urn you, winging you

3 @"@r* 'tesdrieath

gL ! I bYC()PHAN[
e ;And I'am 1t

PEISTHETAERUS. ‘
::- e |

O
1 o hgpet———

c L i o
2. I’]l not dlsgrace my_brmtrm(r up./
Il gy tig® trade my father’s fathers Dl‘a‘
ng Hre, please, with light quick- -darting wings,
alcSn s ®r kestrel’s, so I'll serve my writs
Abrﬁad A strangers; then accuse them here«,

h@ dag,; back there agam.l -

™ )1 squund uewom Sunok

S€ pUE "MOpuiAA Y31y ay) 8 ooy ® uo padc

Lo

= S/ | —
= ;_ 5.‘" ,I"‘iG;ISTHE:AERUb st AR <
g E | I understand.
~ 5 @lcnfghey come, they'll fi; fmd the sult dccukd [
g Ame)ayé:ent 01dered
g | 7
= A :
E 1 ngh“x&’au.m.;._ _—4

Cut-Out Oveprinting

Interms o D UW L VW sofpEEReRINVEUrvByof the fieldhas shown that the most relevant examples in
relation to this research project are this laydredk (which contains blocks of lines in place of tdxt)
Broodthaers6 D O O\ - 0R U J DaQciivMulatiy \ifdadéldiagram/textorks withinLife in Diagrams Tom
Phillips fhon-linear narrativeon the brightly painted pagesf A Humument <R N R Z¢apefriitfor her

poetic LQVWUXFWLRQV IRU SHU IR URD/NhFe-Shda)ia heDibitesukedacdichs. V

% % U R R G W K D\H{ook {D¢bdrig @002/ W67) V D K\EULG REMHFW GHVFULEHG DV EHLQ.
SFRPSHWLQJ IRUPV RI OLWHUDU\ DQG YLVXDO FRPPXQLFIP4&RQ"~ )RU D

OsbornH TV EBMRdwtual Ar{Osborne 2002)
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| attempt to makeNV H[W G Wwithih St8di @Xiidfy overprinting on vintage book pages, and then
cutting the page The paper becomes sculptural and distracts too much from the text. Theiatiag
makes the textisually confusing andvery complex to read.

The material qualities of text and the temporal qualitiebooks and pages have become significant

again at this point, due to considering the possibilities of mgsamgofa fictional narrative visually

disappear, and yet stble Ieglbb 33V +H/Iﬁb|¢el Basqwat put B —FURVV-RXW ZRUGV VR \R)
; ead fliRmbinstein 2018)

Thenext stage of this research project will be tom&ke w HIR U H VéloH stobydishfipear inside
a book.

Cut UpFiction in Redacted Books

This section describes the next stage of the research project, whee teghniques and redaction
processes are used in tandetto see how two or more texisteract on the pages of books. Like
palimpsests, each book (/artefact) visually represengsRY HUZULWLQJY RI RQH WH[W E\ D
palimpsests, there is an intertextuglhtionshipcreated between these two previously unrelated texts,

and the combinations of words makenew text. The book artefacts that are made during this stage of

the project aresimilar to the previous redacted books in that they also stahgbaisl textual, visual

and material objects.

The bookselectedW R S D \B&M R WPPH MV Kshbrtdbody lihtb is a poetry collectiomUDYHOOHUV Y 9HL
+New Excursions int&nglish Poetrychosen by MG Lloyd Thoma¥®. This hardback book is fairly

I UDJLOH KDV D WKHPH RI WUDYHO DQG PDQ\ Rnrdsdages. BBBHPV IRF
references tmaturein many of these poems conflict with the apocalyptic naatf my short story.

The poetic language is rich, precise, rhythmic, and full of imagery. In a departure from the redaction
process used previously, there ismeed to seek a fictional narrative from within the poetry book, as

this will be provided by mystory. This process is therefore an imposition of an apocalyptic fictional
narrative which appropriates words from the malithored poems. The fictional ndiva will be

fragmented by beingut up andalsoredacted, so words from both texts interastigily and textually

on each page.

%DUWKHYVY PDNHV D GLVWLQFWLRQ EHWZHHQ WKH UHD@HUfV VX
Pleasure of the Text3: KHHY HU , DWWHPSW WR :DQDO\WH"™ D WH[W ZKLFK KL
SVXEMHFWQFRWOWHH EXW P\ SLQGLYLGXDOLW\ =~ WKH JLYHQ WKI
ERGLHY DQG DSSURSULDWHYV 'I(Bdrthes X975, €BB)JAI nfy UndekstahdB@add DV X U H «
this quote, Barthes is describing the appropriation of emotion which occurs during the reading of
fictional texts (though personally | would describe thismpathy)He goes on to establishet a sense

of the individual, in the pocess of reading fiction, is plural:

A certain pleasure is derived from a way of imagining onesétidagdual, of inventing a final,
rarest fiction: the fictive identity. This fiction is no longer the illusioa ohity; on the contrary,
it is the thatre of society in which we stage our plural: our pleasunedisidual +but not
personal(Barthes 1975, 62)

9 pyblished by Frederick Muller Ltd in 1946.
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At the conclusion offhe Pleasure of the TeBarthes writes aboWW RPHWKLQJ KH FODLPV GRFE
+tpZULWLQJ DORXGY ,Q WKLV ILQDO VHFWLRQ DQ LPDJLQHG FLQ
described using sensual and sexual vegbanulates, crackles, caresses, grates, cuts, coifies

distance ofthescld Q DQG WXSHIURQRWKH GLVHPERGLHG YRLFH GHVFULEH
verbs seems to at the very leadhydeto close ups on isolated and active bqudyts in pornography.

In The Pleasure of the Texheaning is often adzured by the extered (and at times bafflingly sexual)

metaphor of textual eroticism. But what is of significance to my research project is what happens when

a fictional narrative is not only fragmented but also interrupted by words and phrases fraen t@x¢?h

: KD W dfictional narrative is fragmented and interrupted to allow for a variety of individual, plural,
multiple, interrupted, or fragmented readings? What happens in the negative space? What happens when
phrases are shortened, condensed, tedaand read again?

Between the lines and the words

The spaces reveab-much-as-thetextH-notmoreif ot essencéBrossard, 29)

myredaction)
We might attempt to fill the negative space with individualramtions tor accumiate a narrative
from these interrupted fragments. We might also search for what is familiar, and try to uncover what
the bookused to bewhile simultaneously engaging with what it has become. Though the fictional
narrative pasted intthe book is unfamidr, it is contained inside a familiar material object. If we

considerthe book (as material objecd R EH WKH SULPDU\ pIDPLOLDUY DVSHFW ¢
up about the future of appropriation and adaptation becomes significant:

«ILQGLQJ QdHndbodkrio something, new perspectives on the familiar, and these
new angles, routes and perspectives in turn identify entirely novel possiliBaesiers 2006,
158)

New possibilities of théook,and the poteldl to read/view each book as a visual/textual artefact will
now be explored further during this research project.

:KDW LI« WKLV ZKROH SURMHFW LV D PHPRULDO WR VRPHWKLQJ
Perhgs what is dying is the book. Perhaps ittargelling. Perhaps it is both.

Many people have written about the death of storytelling, the death of the novel, the death of the author,
the death of literacy.

But what if a storyteller believes in ghostsddhis is why they continue to tell stories?

This research project is formed by quiet, slow writing which at times seems as urgent as graffiti, as if:
SLW PXVW VSHOO RXW EHIRUH EHLQJ BRRYHHUMIEBBAIEXQOG, 7WOWLPDW
71). lcutm\ pPoHIRUH WskoH intb @adrfients (keeping the words in the order in which they
occurred) and simultaneously redact each page of poetry as | glue in the fragments, and redact these as
well. | use words ahphrases from the poems to foreshadow tlmvin the story, to expand on the
QDUUDWRUTY LQWHUQDO WKRXJKWV RU WR DGG FRQIOLFWLQJ I
nature imagery.

Because the poems are already written in a conddosad | incorporate longer phrases than | did

while redacting the previous books, which were all written in prose. Coincidentally, the first poem in
WKH ERRN DOUHDG\ FRQWDLQV WK HhisSghtade Visl inpleddd Rad H W K H
repetition/reinforcenent of the title.
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The two texts become intgoven and yet can be read in several different ways:

5HDG RQO\ WKH VWRU\ WKDWTV EHHQ SDVWHG LQ DQG OHIW YLV
Read all visible text, and the ha#dacted text.

Read only the visible text from the woodstained in the book.

Read only the halfedactel text.

The following text is transcribed from pages one to five of the book. Théitdxtackets)s the text
from the poetry book, and the ha#fdacted text is included:

BEFORE (strange machines whitmoke from black, before the gale, forbid) THEL.E (as birds, like
swallows The end is itsdlie end of skimming The surface of The Rock or strewn souls)

TP VLWWLQJ RQ D EHQFK DW WKH VXQNHQ ZDWHUIURQW ORR
cracked by the sun and the seven deadly sinsgamying away (complaints) THE WORLDS metal
FRQWDLQHUV ,WfV OLNH GDZQ DQG P\ H\HV DUH UXQQLQJ ZDQ
so long, (Wide is the world and A Siren) looking fohtjgthese shores winds and seas are troublesome

tmay be free in the deep, in sleep) seeking something possible

ZLOOLQJ VRPHWKLQJ WR FKDQJH LI KRQRXU ZHUH WR EH DWWD
come and rest But) does (danger seekpemd time luxuriously Become) thi®f worth) cajures this

exact shade of melancholy. | love and hate melancholy. (With that unreal name;) | often seek it out, but

it had to be there in (a thing conceived, to molest peace, and to beguile) me alre@fWdLW" 7R NQR Z
what to look for. (suppose thenere) Rummaging in (honour, Yet manliness would scorn to wear) my
KDQGEDJ , SXO0O RXW 7KH WLPH WRXFK P\ KDQGNHUFKLHI IHFE

(A) square with one corner (samecreated still:) embroidered with (pleasure adbuat last) colourful

flowers. Wiping tears from the creases beneath my eyes, | pause for (That opinion out of) a moment and
(make laws a nature wail) examine the warp and weft of (blood;) the thick (lmastuto turn mischief

good a wicked peace) linéabric (changed for war. Then | see) What would one set of lines be, without
the other? (won, cannot win, lost beauty)

A man runs along the waterfront, and (The strangest adventures happen by the seh) thew KH VR X QG
of a dog panting to keep up withihi $V KHTV RXA\umtstmanaalli@e ship) about to pass

(close to land) me, | glance at him (silver,) and as he catches my (sail) eye he slows (the little ship)
GRZQ +HTV \RXQJH WheWdBshealy m®,Js0R)Ja fit and happy (fishe, (darkness
$VFHQGHG WKH VHD DQG , $QG DOO WKH ELUGV H[SHFW WKDW
XS WKH zZD\ VWUDQJHUV RIWHQ GR«

Without the haHredacted text, the above transcriuld be more concise and focussed. Because the
half-redacted text is servisible/visually whisperedtthe affect of reading the transformed book is very
different to seeing it typed here in black ink on white paper. To read the book is to read |tedrsabf
whispers, hathidden words, hints of seets.

After slowly redacting and pasting text throughout the entire book, | reconsider the narrative while
examining the textual interactions on the pages.

A woman is experiencing a relentless onslaugheimories as the world is about to end. The words
selected from the poems elaborate on / juxtapose her memories and add rhythm to some of the phrases.
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.....

Before the Gal¢Photo credit Jessica Chubb)

Thebomb blows+tDQG LV IRUPHG IURP WKH OHWWHUV RI SRHPV 7KH ZI
story beause the narrator is unaware of what is happetihig formed from individual letters in the

poems. This is the most significant moment in the nae'qti $IWHU WKDW ZH WKHQ VHH
process of forgetting. It is arguable that the story nAltaY H VKRXOG HQG EHIRUH WKH pIF
in the moment the bomb blows up.

To complete this book | use one layer of masking tape terédifct d of the remaining pages which
contain the posbomb (forgetting) part of the staryhis part of thenarrative is still there, but as a
textual whisper.

,Q WKH LWHUDWLR (Behbite W K H* MBaR B & trangforietl ook, textual visuality
materiality, and narrative interact in equal meas@irictional narrative has been imposed on tbelb

rather than emerging from within the narrative. The possibilities of multiple readings of the book are
also extended as the vocabulary choices okrttman one writer interact on the pages.

100visually representing the crisis point in the narrative arc.
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The Storytelle(Photo credit Jessica Chubb)

While consideing the folkloric narratives | was readimgiting at the beginning of this project, | work

with my memories of fairy tales, rather than directly fraxttal versions. This is in order to engage

with the magical parts of these narratives that still sedevant to me as an adult. Several fairy tales

are rewritten backwards, or as oscillating backwards/forwards narratives and the content is altered to

include adult characters and/or themes. | handwrite a few of these short stories into a redacted book
FKH 6WRU\WHOOHUY DQG XVH VRPH RI WKH ERRNfV SULQWHG

explore the theme of storytelling, add further imgg or develop the characters. The handwriting

evokes a sense of intimagnd the personality of thariter) in this small soficovered book. As an

object it is like a diary or notebop&mall enough tde carried in a pocket
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The Storytelle(detail) (Photo credit Jessica Chubb)
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Theprevioustwo images arefrom another book that is altered by incorporating handwriting and printed
WH[W p)UDJLOHY XVHV DQ H[FHUSW IURP RQH RI P\ VKRUW VW
illegibility. The visual image of repiton on book pages appears frantic, and has connotations of
obsessional thinking. Howeverjshrepeateghorttext is about a narrator wh®fairly calm ancenjoys

being silent:

FRAGILE

,I9YH DJUHHG WR WKLV FXUYV HuRil thoest Yo aréidvdy, vhyRik M atiiid @main $Q G
VZDQV , GRQTW KDYH WR VHDO XS P\ OLSV ZLWK WKH WKUHDGYV
years. | might crack like some glasgde thing. Spilling screams and curses of my own. What if my

mind breaks’ $IWHU DOO DUHQYfYW DOO VLVWHUV IUDJLOH" 2U LV WKD
still warm. My lips still part to breathe. And | am full of hope.

Tonight my heart sings with unspoken stories as | weave my hands through this cachneitial.|

kiss the sky as my swanothers sleep indoors, snakecks tucked into white duweings. Breathing

and gasping and sighing all this moonlight into myself. My hands pick thistledown from the edges of
the road. What is it like, to fly? An aelape pases over, and my mouth blows the thistledown away.

7KH VZDQV JR RXW DOO GD\ DQG FRPH KRPH DW QLJKW G6HDZHH
over salted oceans. They nudge at the pots and frying pans with their wingtips, jerk theinhbads i
directions of the cooker and microwave. They jump on the table, spread their wings and pretend to be
WDEOHFORWKY , GRQTW OLNH WKH VRXQGV WKH\ PDNH 7KH\ K
stamping. They want me to serve feasts to therif the still had the hunger of boys.

2XW LQ WKH ILHOGYVY LWV VSULQJ $ FRLO D VHDVRQ D MXPS" ,
wonder where mine will go to, now.

I clunk chipped plates on the table and dish up our meal.-8ugbed bids are clumsy at mounting

FKDLUV EXW RQFH WKH\fUH XS WKH\ GRQfW WLS 7RQLJKW ZH
QH[W GD\ ,Y00 VHUYH XS OHDI PXOFK RU IURJHQ ZDWHU (YHU\W
it. | could eat the warld whole. My swarbrothers slide stamens and leaves and bulbs into their bills,

wetly swallowing. Their koHIned eyes watch my rqehinted lips as we taste petal flavours: yellow,
ZKLWH P VWURQJHU QRZ QR ZRUGYV DUH IRUFHG

Strong as a swan.

The @&ove ver®on of the text allows the reader to experience this short narrative without any visual
interference. The ovewriting and repetition of handritten words in the transformed boo&ise
guestionsabout what damage prolonged and forced silencetndigiito ahuman mind. After making

this book, | expand the above short text into alinigth short story, and the content becomes darker

and more sinister. The narrator does not experience a happy ending, and her swan brothers remain
untransformedOne d the swas in my story haslasiddenhuman armand hand, reversing the folkloric

story of the Swan Sister, who, after transforming the swans back into humans, has a brother with one
wing. The process of silently handwriting the same text repeatedly sm@k disntegrating book gave

me insights into the pleasurasddangers of silence. This informed tsigort storyQDUUDWLYHV I XU
development.
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, UHWXUQ WR P1HZK & O RaNdKuififler what kind of bods paste iinto. The narrator
(theEmperRUYV ZLIH LV DQ DUWLVW ZKR LV REVHVVHG ZLWK ZLQWH!
in my short story. This opens up the possibilitysihgvisual images as well as text. In my short story,

the Emperor (Rex) is often compared to the guhardbak book about cosmology is selectgldich

contains text and black and white photographic imdges

It is not Rex's
great wealth

illuminated
I )

and high-standing which makes me stay with him
I'm not a gold digger as such.

as to dig for anything implies effort 4
The success of our relationship is due to the fact
that he is s0 oflen absent from our home

rock

I have always been fairly autonomous

It is a beautiful house
A pool in the basement, a roof terrace, spare bedrooms.

tiddes b e caued thy

he
secomion of the Moon,

Lfill my time with drawing
No one has yet seen the opposite sde of the Moon,

New ClothegPhoto credit Jessica Chubb)

In addition to the materials of masking and correction tape, | use bidckhate pers and pencilgo
draw on he pages. Handwritten words are added to increase a sense of intimacy with the swasrator

if we are looking at her sketchbook.

The combination of handrawn images and the use of the fipgrson narrative voice juxtaposes
subjective intimacy with thescientific, objective elements of the cosmology bobkere are other
visual/textual juxtapositionga cold and distant narrator combined with the handwriting of an author
whose personality is warm would perhaps confuse any hatimtyvanalyst. These juapositions
provide conflict in the reading processas this aspect of fictional narrative is lacking now that the
linear structure of the story has been disrupted.

01 The Nature of the Universe,3&ries of Broadcast Lecturesy Fred Hoyle. Published by Blackwell950.
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New Clothegdetail)

Some images are made as rehefsing layers masking and cortien tape, and can only be fully seen
when light is angled to reveal the surface texture. Many pages of this book are textual and visual in
various ways, and the images are drawn from the short story narrative:

7R GD\ , wWhg@ lmdscape of white hilla grey sky, and one solitary winter tree.

Yesterday | drew elaborate, detailed drawings of individual snowflakes.
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