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Please fill us in on the details about this
artwork including the theme, concept, process,
techniques and materials. (referring to three line
drawings called – ‘live today’ – ‘silent | listen’
and ‘I will always’)

What are the possibilities and what
is the attraction of “printing” as a technique?

This series of drawings were done after I had spent
some time thinking about how we speak.
It was mainly around the idea that when we say
something our pitch, tone of voice and intonation
all effect what is said. And to translate that onto
the page seemed like an interesting project.

I would argue that printing is just another tool like
drawing or painting. We employ our hand as a tool
and so we employ other mechanisms to make
marks. I try and view them all as the same thing
– the hand, the pencil, the eye and the press.
What I am attracted to in all of this is the
imperfections in them. Each one will let us down
or do something that it is not intended. That
is when something interesting has happened.

Since the last time we interviewed you,
have you changed your thoughts about creation
at all? Or developed a new understanding?

Do you think there are certain things,
which digital techniques can’t capture?
If yes, please give details..

At present I am really enjoying being very physical
in creating work. There really is something about
the physicality of making an artwork that makes
you own it. The actual experience of using
the body, hand and eye means that you become
very absorbed in the work itself - so much so that
at times it can be hard to distinguish the two.

Spontaneity. But in saying that it comes down
to the user. If the operator uses a machine with
to much respect the machine will be in charge
and the results will be formal. If the user has
no respect the result can be messy or even non
at all. It falls down to the person’s relationship
to technology. I respect it but don’t worship it.

How do you draw your ideas for words
and stories in your artwork?

What are the advantages of artwork created
through analogue techniques?

I tend to work with two types of text – either
factual/quantitative (dictionaries, encyclopaedias
and timetables) or fictional /expressive (fairy tales,
poetry). I think I am happiest when both these
types of text are then thrown together.
For example - taking design techniques from
maps and applying them to poetry.

I think that goes back to a previous point and it’s
a selfish one. I find it more rewarding to work with
my hands on the page. It is about still using
your body in a physical way to directly create
something. Even though a machine can create
many things – the point of input is always the same
– a keyboard and mouse - so as an experience
goes it can be very limited. I am a little confused
as to what ‘analogue’ means - does everything
non-digital fit into that- does that mean breathing
and sleeping as well? These discussions focus’s
on digital v analogue and its a bit like saying which
is better – ‘this one form of production’
or everything else. For me the answer
is that it is simply one of many tools to be used.

Is there any relationship between the word
and the visual balance in the layout?
Once the word is on the page in cannot be
anything but a visual thing. That is a strong theme
in my practice – to blur the line between what
we call the image and the printed/written word.
Similar in a way to how we hear - the spoken word
easily being reduced to a noise.
Do you believe more in the power of the word
or the image? Please state your reasons.
Someone recently argued the case for images
over words by saying that images are great at
communicating the ‘physical’ world- i.e. directions
on how to get somewhere, maps of landscapes
and blueprints for buildings - where as words are
useless at such things. I thought about this a little
and maybe we tend to use words to communicate
with each other (ideas and emotions) rather
than the physical world.
Is one better than the other?
No they just achieve different goals.

Graphics created with a craftsman’s eye.
Can you think of any artists or artworks
which this description might apply to?
I am sat next Tom Gauld at the moment –
he knows all about his craft. Also Sam Messenger
and Rick Myers have a beautiful way with pictures
and I recommend having a look at their work.
Ultimately I think craft exists everywhere –
in machines, on pages and in heads. - it comes
from having a deep love for what you do.
www.circlepress.com
www.arceditions.com
www.samwinston.com
www.footprintsinthesnow.co.uk
www.sammessenger.com
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I’ve decided to choose five books I’ve been
working with over the last ten years on a project
called Orphan. I have been cutting these books up
to reform them into new stories - so these are not
just books I like but also books that, I feel, have
enough depth to create multiple readings.
These books are by writers that seem to use
language in a non-traditional way. I wanted to bring
oxygen into an area that sometimes only looks
inward for its inspiration – instead of taking great
design books as the point of departure, for me
great literature is as valid a starting point.
Levi, Primo (1988). If This Is a Man / The Truce.
London: Abacus; New edition edition. p198.
I can’t really call this a favourite book because
it seems to do more than just tell a story.
If you were to read the cover, it would say it’s
a man’s tale of survival in Auschwitz but that
doesn’t explain what the books about. For me
this is a story both about the darkness and most
brilliant parts of what it is to be human. It’s one
of the few books that I’ve read that stops being
literature and becomes an essential part of our
cultural history. If there is any book I’d wish
anyone to read it is this.
Casares, Adolfo Bioy (2003). The Invention of
Morel. New York: New York Review Books. p66.
The Invention of Morel starts off as diary entries
of a man marooned on an island, and as the plot
unfolds you find that he is not alone. The thing that
is interesting within this story is that you’re unsure
as to whether the main character is fictitious,
or that we’re experiencing his fantasies.
His diary entries record his relationship
to mysterious people, yet they never seem
to acknowledge him. You’re reading a story
but you don’t know whose story it is.

Joyce, James (2000). A Portrait of the Artist
as a Young Man.London: Penguin Classics;
New Ed edition. p91.
The thing that’s interesting for me about Joyce was
that he was one of the first authors I encountered
that seemed to write in a way that was
sympathetic to how thought can be wild and
non-linear. “Pride and hope and desire like crushed
herbs in his heart sent up vapours of maddening
incense before the eyes of his mind. He strode
down the hill amid the tumult of sudden risen
vapours of wounded pride and fallen hope and
baffled desire. They streamed upwards before his
anguished eyes in dense and maddening fumes
and passed away above him till at last the air was
clean and cold again”
Rilke. Letters to a Poet as a Young Man
This book felt important because it was as if you
were being spoken to by a voice from a different
generation. A creative who’s had a lifetimes worth
of experience in making, writing and dealing with
what it is to be an artist. In his letters to the young
poet, he manages to convey a very genuine
and sincere care to the dilemmas of this aspiring
creative. This book makes you want to create,
and also work out what’s worth saying.
Paterson, Don (2006). Orpheus:
A Version of Rainer Maria Rilke. London:
Faber and Faber. p31.
I don’t know how many designers or visual artists
read poetry but, for me, I see a great correlation
between how poets work with language and how
the designers operate in the visual sphere.
By being able to pull references from multiple
directions and tie them into a cohesive whole poet and designer share many commonalities.
One of the most important things in my learning
has been reading outside of my comfort zone. That
for me has led me to some of the more interesting
discoveries. In truth, if I was to recommend one
thing and one thing only, it would be this – read
something that challenges what you know.
http://www.itsnicethat.com/
articles/bookshelf-sam-winston-1
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Do you feel that contemporary uses
language as a crutch?
Language feels to be in a similar place a lot
of culture at the moment - basically it doesn’t know
what is going on because it’s in such a rapid rate
of change – a change that has come about through
technological development.
As Guttenberg’s book shaped the face of western
culture, we now have a rival development –
the web - and it’s advances are just as far reaching.
In that context I think language is used in two
ways. It either contains and maintains systems –
the book, handwriting etc.. or it becomes
a new tool in changing it – tweets, hypertexts,
rss feeds. My feeling is that we need it
in both roles right now.
Do you still use a physical dictionary
or do you look words up on-line?

Take beauty - I believe we are all able to be
touched by something in a way that we can’t
necessarily explain but when I insist it’s called ‘art’
and another insists it’s called ‘nature’ and a third
is to call it ‘god’ - we get in real problems.
I find this often arises when we use words
to collapse our understanding of the world
rather than expand it.

Do you read linear narratives or are you a fan
of experimental literature?
I have a real love of literature that is on the edge
of coherence. That means Borges, Perec, Joyce
and Calvino were incredibly important to me when
I was learning how to read for a second time.
I found their understanding and use of language
a lot more honest than conventional writing.

I always look words up online - my adult life has
been digital. But that is not a complete answer.

Are you particularly attracted to text oriented artists like Ed Ruscha?

The idea of the physical – whether it’s a book,
paper or print – has a very important role to play
right now. The digital environment is great
at a certain type of communication but it comes
at a cost - the sensual. Rather than just the use
a single sense - dead tree formats still relay
on multiple senses to communicate.
To put it quite simply – you can’t touch online.

I think I have more an affinity to the writers
than the painters. But that is not to say I don’t
love the image. People like Miró and Dieter Roth
were visual people than generated
fascinating languages.

What words repulse you?

I’m a little obsessed with interjections
at the moment - those certain nuisances that
don’t fit exactly into our printed world - the ‘umms’
ahhs’ and ‘errrs’ that pepper our conversations.

I’m repulsed by repulse.
I’m joking – Generally I find words themselves
fairly amicable things. They tend to be good
at doing what they are supposed to do and when
used in moderation – they are very helpful.
I do though sometimes have a problem when
we misuse them or worse - take them seriously.
For example when I insist on the use of my word
being the correct over the use of yours.

What words appeal to you the most regardless of context?

Taken from
THE LONDON MAGAZINE
December 2007 / January 2008

Winston and the Awakened Text
(Review of exhibition at Royal Festival Hall
2007) –By Niki Seth-Smith

Volume, a striking exhibition by the young writer
cum graphic artist Sam Winston, is currently being
housed in the Saison Poetry Library. Viewers will
initially be halted, mid-stride, by the work Full
Folded Dictionary (2004). Each book of a twentyone volume Oxford English Dictionary is displayed
splayed open, its pages folded into triangles
in order to create a series of jagged ridges along
the middle of the books. What Winston has given
the viewer looks like twenty miniature alien
mountain ranges, disguised as reference books.
It is print split open, innards provokingly on display.
Dictionary Story, print on a wall nearby, attempts
to assert the pictorial logic of the dictionary onto
a fairytale. Storybook words are constricted into
columns alongside their definitions, ‘once’: one
time and no more, ‘bedtime’: a time for going
to bed, ‘trouble’: put into confused motion.
Winston has the columns of printed word fracture
and tumble across the page, breaking out as if alive
from the ranks of the manageable list. In a simpler
line drawing Silent/Listen these two semantic
antagonists - ‘Silent’ marked out in white, ‘Listen’
in red - leer at each-other across 70 x100 cm black
paper. The specificity of material is essential
to Winston’s work. Aspirations to become a writer
and a talent for graphic design has lead him
by the nose to a peculiarly effecting hybrid
of design execution, fine art and word play.
As a young artist launching his career in the mid
90s he began writing, designing and publishing his
own artists’ books. These books are now highly
collectable art objects, forming part of special
collections at MoMA in New York, the Tate and
the Getty Research Institute in LA. Viewing his new
work at the National Poetry Library, the importance
of their materiality is made evident by the white
woollen gloves the viewer must wear to turn
the pages of A made up / true story.
What are we to make of these word-art creations?
First hint, as often is the case: don’t ask the artist.
Volume is fan-fared by the declaration: ‘There is...
...a fascinating world beyond the printed word,
alphabets of type, paper, colour line and form.’
Winston trumpets himself as exploring this visual
language that ‘speaks volumes long before any
words have been read’. A workable statement
at face value, a little puerile as an expression
of intent behind such forward looking and
provocative work. Volume does, indeed, ‘look
behind printed words’ for the ‘visual language’.
However, if Winston is claiming this type
of exploration as new ground he must be walking
in a perpetual blindfold. The ‘fascinating world’
of type, paper, colour and line is that
of the marketer, the media consultant,
the magazine editor. It is the realm of the
commercial graphic designer. What I find perverse
is Winston’s seemingly unqualified celebration
of the tendency of visual language ‘to speak
volumes long before any words have been read’.
I am going to propose that Volume, whether
wittingly or not, in fact works to challenge this
method of reading, prevalent today, in which
presentation takes staggering precedence over
the absorption of meaning in words.
Let’s look at the London Paper, as an example
of the ‘fascinating world’ beyond the printed word.
The text in this publication is designed to be

scanned and discarded before the buyer reaches
his/her destination. Quick de-coding of the text
requires the full employment of what Wilson has
called ‘the alphabets of type, colour line and form’.
On page four we find a 12 x 10 cm insert. The text
is titled in large, black letters RWANDA HILTON and
set alongside a typically bimbo-ish picture of Paris.
A caption underneath the picture reads, ‘No, she’s
still as vapid as ever’. The accompanying text
is clearly a dialogue – any reader can tell this
through a quick glance at the formatting. Short
chunks of type alternate with even shorter chunks
of bold type. The reader, or shall we say the looker,
can guess that there is some kind of Q & A
structure and that the interchange is rapid.
The style will be quick, bitchy, as vapid as Miss
Hilton herself. Of course, we have no doubts
about what opinions the paper holds on Paris doing
charity work. The act of reading, in fact, is rendered
redundant. We can laugh at the piece without
actually having read the words.
I am suggesting that Winston’s poetry cum graphic
art works against this trend in reading/looking,
forcing us to question the way we process
meaning. The viewer is so intrigued and startled
by Volume because the exhibition works to block
our well-honed skills of de-coding the text object.
There is no way to tell that the columns of data
collapsing in on themselves and spilling across
the page in Dictionary, print hold a fairytale story
in it’s tortured midst. The pictorial language doesn’t
present the meaning. We must draw closer
and focus ourselves on the rich, organic content
of the words. Equally, Full Folded Dictionary forces
us to re-think the twenty-one volume Oxford
English Dictionary and its potentials, as its content
is presented to us strangely divorced from the
layout we have come to expect. We are unable
to dismiss the lunar landscapes that now confront
us and must think again about the living, proteate
meaning that the Dictionary books contain.
Winston complements his dedication to poetry/art
objects with a steady line of work in advertising.
In a modern world increasingly saturated by print
it is no wonder that such companies as outdoor
gear specialists North Face have looked to
Winston’s talent for reclaiming words and thus
reawakening their effect. Straplines, such as North
Face’s Never Stop Exploring are prime examples
of texts whose meanings have been foregrounded,
altered and ultimately nullified through their
presentation to the public as slogans. The question
is, does Winston recognise the repurcussions
of his work for the world of literature? It is fitting
that Winston’s new exhibition should be held
in the National Poetry Library. Poetry, one could
claim, has suffered most at the hands of the scan,
consume, discard culture of looking/reading.
By re-instilling a sense of mystery between visual
display and the world of content, Volume plays
an exciting role in putting poetry back on the map
- or rather, allowing poetry exist off the map,
in a space of possibility where it always should
belong. So, a word of warning before you go to see
Sam Winston’s Volume. There is no opportunity
to take a glance at the works, guess what the artist
is trying to say, buy a postcard and leave.
Put aside a couple of hours in your diary for
this bold and cannily effecting exhibition.
Volume is showing in the Saison Poetry Library in
the Royal Festival Hall, 16 October 06 – 15 Jan 08.
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Exploration the artistic process with
an emphasis on the comparison of a systematic
methodology and chance operations.
Does having a preconceived conception
of the final outcome further or hinder
the artistic process? Any thoughts? Notes?
No it sets you up for a good discussion..
Do you have a preconceived idea
of the outcome of each project?
Intuition seems like a key strategy that I use
in my generating a work. I will employ process
to help me ‘intuitively’ uncover something by doing something craft based / or repetitiveyou have to surrender to the action - and at some
point something interesting / not so interesting
happens - you almost forget about the whole ‘idea’
and you yourself become just a component.
and your job is to get out of the way of yourself and let it emerge. I wouldn’t call it mine.
Maybe archeology.
Is there a progression of concept within
your work? Do your ideas change
as the work is created?
I guess scale is key - at first there might
be a ‘whole’ concept and you definitely set out
towards that. And for that I might initially work
on a text, or a piece of data - and then whilst
working with that ideas around it’s visual
realisation play out. But then a slight change
in the copy and the whole chain of visual realisation
is broken and you work on a different outcome.
Or you find an interesting way of visually mapping
something and you have to re-adress the data your
working with. No part is solid - the ‘whole’ concept
can change completely by incremental shifts in it’s
parts. I don’t notice it but I am always a long way
of from what I intend something to be.
What do you enjoy about your work process?
Getting rid of ‘myself’ the ‘this is’ that is’ it’s a flow activity - when your truly in it - well it just
is. (rare when it happens but freeing also)
What do you think your work benefits from
following systematic processes?
My initial starting points can be very subjective
(hence the title artists rather than designer) poetry, memories, personal experience - that
to then apply a formal ‘system’ seems to make
sense. It’s both the vague surreal begining married
to the ‘logical’ process that hopefully creates
interesting dichotomy.

Do the systematic processes you follow feed
the aesthetic of your work or is it your own
tastes (artistic choice) that informs this?
I like to think the proccess completely feeds
the visual outcome - but that would simply mean
I am working in data representation.
And I am certainly not. By introducing my hand,
eye, distracted mind - they all add a little. And then
yes taste does come in. Depending on what
project I am on I will let different aesthetic choices
emerge. I have found with the viewer tastes
change so broadly that one persons subtle

is another person vague. I guess I try and explore
that through multiple pieces all working
at different levels.
Are there any external things such as accidents/
chance which feed your process/final
outcomes? Can you think of any
examples of this?
It rained on a picture that took 3 months
to complete. I had so be okay with that. I think
if I knew that was going to happen form the outset
- the work would of been very different.
In one way chance is very subtle - on the level
of how ink behaves - or how paper folds - how
I am physically to do it - they all tell me what
is to happen.
In another way - chance is extremely loud ill dream of death and then I have to stop what
I am doing and start expressing that in an artwork
- almost immediately.

You have talked about the freedom you have
in choosing the direction of you work.
Can you expand on this?
		
My freedom comes from my profession not from
my practice. My practice is full of process
and systems but my profession is self generated
and completely subjective. Every morning I have
to ask myself - so what exactly are we doing today
Sam? And one of my solutions to deal with that
level of uncertainty is to offer projects that provide
structure. Fundamentally though - if I was
suddenly taken to express my love for breakfast
cereals - then off I would go for the next 6 months
and no one would pull me up on it. To be honest
not many people are comfortable with that lack
of structure - even artists. Hence artwork looking
cliche or people working towards what the gallery
dictates. It’s safer. I think it’s very hard to operate
from a ‘groundless’ place - but that is where
the most honest and interesting work comes from.
I try and work towards that but I also have to have
strategies such as process to use as crutches.
What significance does the subconscious/
dreams etc have on your working process?
I wouldn’t tell my accountant this - but I certainly
let dreams have equal footing in shaping
my choices as much as I do ‘hard’ facts.
So far all that my artwork has taught me is that
I know very little and the more I work the less
I am certain about?!
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SOMETIMES IT’S GOOD TO SWIM
IN A PUDDLE THAT’S NOT YOUR OWN
(It is 9pm and I am talking to Sam Winston
on Skype. He is sitting in sunny Miami, telling
me about his mum graduating from a degree
in Religious Studies at the age of 72, whilst
I am faffing about with a voice recorder)
C: (Recording starts) …what time is it over
in Miami at the moment?
S: It is… coming up to 4’oclock. Can you see
outside? (He waves the laptop out the window.
I see palm trees) …you can’t really see, can you?
C: …Just about. Why are you in Miami - quite
an amazing place to be, no?
S: It’s interesting, I’ll give you that. One of the
collectors here runs a residency program so she
asked me to come along – do the residency, give
a talk at the University of Miami, get involved
in Miami’s first poetry festival…
C: Sounds great. Are you often asked to attend
poetry-related events? I guess it makes sense
with your work being so language-based.
S: Well, poets aren’t often known for their pictures
and I create pictures made out of poetry so I often
get dragged into a lot of literary things.
That’s one of the hats that I wear… And I guess
I do write myself.
C: When you say you write poetry, is that
in the conventional sense of writing words down
on paper or is it more in the spirit of your practice
– this being the cutting up of pre-printed texts
and restructuring them?
S: Ah, there are several ways in which I usually
work. One is that I’ll write a story, save a draft,
re-draft, and just let it evolve, and then I decide
at the end how the story is going to be illustrated.
Sometimes I do this with typography, so I try
to find a typeface that will be the voice of that
story. Then the second way that I work is that I’ll
select an already existing text, like Romeo & Juliet,
or the Dictionary, and then use that as a source
of inspiration to create something purely visual.
I often map the nouns or verbs or adjectives within
the text so I can find a pattern in language that
already exists, and then visualise that. And then
the third one, usually when I’m fed-up of both
those ways of working, is when I’ll go for silence,
so I’ll destroy a picture frame, or I’ll destroy
a pencil – in other words, I’ll look at the tools
that we use to visually create things.
C: How do you select those texts that you work
with in the first place? Is it purely because they’re
such well-renowned texts?
S: I’m interested in the archetype of a book.
I’m very wary of getting into the literary game
of nodding to Italo Calvino or Georges Perec –
they’re very seminal writers that inspire me greatly,
but the cultural niche they occupy is quite small.
I prefer to find a text that’s an archetype:
the archetypal love story, for example, is Romeo
and Juliet; the archetypal reference book
is the dictionary; the archetypal children’s story
is a fairytale… so I choose texts which tend
to be universal.
C: I imagine your work is often linked to Perec’s
writing – I guess I’m thinking here of your Darwin
work (a piece which restructures Charles Darwin’s
‘On the Origin of Species’ and Ruth Padel’s
‘Darwin, A Life In Poems’ to create a visual map
of the language used by a scientist and a poet).
S: Yes I often encounter a lot of those writers
through people knowing my work and then telling
me to go look at them, like Mark Z. Danielewski’s
‘House of Leaves’. It just shows that there are

never really any original ideas – it’s probably just
the wiring of peoples’ brains that makes people
create work which matches each other.
C: So what sort of education did you have?
It seems that your practice would perfectly suit
several of the art writing courses that have cropped
up in the past few years...
S: I’ve never actually done any art writing courses
- Teal Triggs’s Design Writing Criticism MA at LCC
looks really interesting. I was state-schooled
up until the age of 11 and then my folks were
worried that I wouldn’t pass the 11+ because I’m
dyslexic and my ability to fail exams is very good!
And so they sent me to a Rudolf Steiner school,
where education has a heavy emphasis
on self-expression and a more holistic type
of learning. I found you could go two ways within
that system – you either become very disciplined,
or you became very free-spirited and just drifted off
into the cosmos. I found that it helped me focus,
rather than the other way round. Then the next
relevant jump is when I went to art school, and
I picked design because I thought I had to make
a career out of what I was studying, which
is where I began to write in the way that I write
now. I can write partially in text, but by learning
about format, by learning about typefaces,
by learning about composition, I then become
knowledgeable in…
C: …The language of language?
S: Yeah. The visual language of language.
Design teaches you to study the voice rather
than what to say.
C: And you went on to teach at Camberwell after
you studied there?
S: And down at Brighton. I found, funnily enough,
that even though on paper I’m an artist, and
a teacher, and I work with typography and graphic
design, they’re not really that separate. What
I ended up doing was finding that I have as much
interest in lecturing about this subject
as I do creating work within it. I don’t see
a distinction between the two.
C: But practically I imagine you have to divide
your time between them? How much time
do you get to spend on your practice?
S: Not much! I’m on residency at the moment,
but my last show on Redchurch St in London took
two months of my time, I had two weeks off over
Christmas, then took some work to an artist’s book
fair in San Francisco, and after that I had four
weeks to create a work and ship it to the people
that had bought the work… so it’s not a weekly
thing. It’s usually cyclic. So you’ll go from a month
of work to 4-6 months of professional practice,
which goes from doing interviews to having
meetings, putting up exhibitions to teaching.
It’s kind of weird.
C: Do you have an idea of what you’re doing
for this residency?
S: I’m doing a piece for the couple that live here
as they’re paying for my accommodation, so that’s
one work for them, then I’m doing the final piece
for Romeo and Juliet (a series of collages which
divide the text of the play into the three emotional
states of ‘passion’, ‘rage’ and ‘indifference’)
and I’ve been writing a little bit about teaching,
and then I’ve also been writing a new book,
a children’s book, which I’m hoping to get it done
within the month! But it always ends up being
about four months later… It’s surprising, your
ambition - your eyes are usually hungrier than your
belly, and the same goes for how long you think
a project will take!
C: Is the children’s book going to be a picture book
composed of text as illustrations?

S: Yes. I’m basically using the idea behind a book
I made, called ‘Orphan’. The first section of this
book contains clouds of text made up of words
cut out from my previous drafts, and the second
section is comprised of the drafts that didn’t make
it into the final edit. So I’m going to do that,
but with my favourite children’s books. So I’ll take
the text from ‘The Little Prince’, or from ‘Where
the Wild Things Are’, and I’ll find a voice hidden
within all of those books to make a new story.
C: Sounds great…
S: …and then I’ll also put in all the cut-up pages
at the back.
C: …I guess it will take a long time after all.
S: (laughs) Naaa I’ll ‘ave it done by next week!
Thursday!
C: So what would you say is the most lucrative
part of your practice?
S: Learning. Learning manifests itself in many
ways. When I go away on holiday or on a
meditation retreat, a very quiet type of personal
learning goes on. Then the first stage it becomes
almost literal is in the writing of a story, or even
in the writing of a notebook, and then that
notebook gets made into a story. Then I know that
that story is going to have to be shared with the
public, so you think about what kind of public
it’s going to go for - whether it’s for contemporary
art, design, children – before you start visualising
it, and that’s all personal learning. And then
the moment it gets released into the world,
it meets the culture it operates within, so you’re
learning about commerce, about sales, how
to make a product with your creativity, and then
the narrative of that story – which is partly talking
to people about yourself, or giving lectures –
is a different type of learning. So the learning
process goes from the very private and personal
to the out-there, front of house.
C: I was wondering… oh, sorry, what were
you going to say?
S: Oh, nothing, (he laughs) …I was just leaning
in towards the computer, for some reason
I thought that might make it easier to hear you!
C: (I cup my mouth as if to shout) …What do you
think is the best environment for your work –
for example, art galleries, or books?
S: Any form which carries words. At the moment
I am veering towards trade publications, because
it makes the work democratic, and gives it that
broad accessibility. The only problem is that
it doesn’t bring in any money… (I nod ferociously)
…and you do have to feed yourself. So, feeding
yourself entails selling expensive books
to people… so I guess the best medium depends
on the best need, whatever that need is.
C: Is it important to you that the output of your
process is visual – could it ever take the form
of spoken word, or performance?
S: If you’ve trained in one field then you’ve trained
in it to a point where you know that craft quite well
- I wouldn’t want to try another craft without having
that same level of experience. If I were to translate
it into dance, right, well I’m a crap dancer (laughs)
…so I’d have to find someone else that could
dance. In the same way that you might try to find
a really nice typeface or a really nice paper stock,
I would need to find a really nice dancer.
C: I’m with you.
S: …Sounds a bit weird that, doesn’t it…
C: …Yeah.
S: (laughs) …You know what I mean though.
I guess that’s then a collaboration. But most
creatives are trying to get to the same place,
the same point of self-expression that has a
resonance beyond the medium that carries it.

So if it was going to be in a different media,
it would need to be in an environment that could
support it – whether that’s financial, or physical.
Take the residency program, for example. That’s
a physical space that’s supportive. If I was going
to go about working in a different medium then
I’d initially start looking for environments that
could naturally manifest that.
C: Have you ever participated in a collaboration
before?
S: I’m quite selfish in that most of my work
is about me understanding myself, and only when
I’ve got some sort of resonance in that do I like
to share in other peoples’ learning experience.
I guess the closest I’ve ever come to collaborating
is as a designer - with the New York Times,
and with Muse for their third album - so yes,
I suppose they are formal collaborations.
C: If you had to have a joint exhibition with
somebody, in which you didn’t actually have
to collaborate on your work but could select
someone to show alongside, is there anyone
in particular that you think would complement it?
S: I like it, good question! I’d probably go for some
pretty oddball collaborations, umm… (a good ten
second silence) …You know my first thought went
straight to authors, but I don’t know. I feel like
I’d want to – it’s too weird, it doesn’t make sense
– but I’d like to have it with some wolves
or something. Or just something quite wild
and chaotic – so you’d put the work in the space
and the work would mean something to us,
but then you’d also put something in the space,
like a creature, that would use the work in a way
that we could never use it. A bit like Joseph Beuys.
Oh actually, yeah, I know who I’d like to collaborate
with… the public! There you go.
C: (laughs) You do already! All the time.
S: Ha, there you go, from wild animals one
moment to just,
C: People!
S: Yeah. Well, they’re the most unpredictable.
They’re the best creatures you see, but that’s
because I’m one of them. The great thing about
doing something live with the public is that
you keep pre-empting what they’re going to do,
but then that’s never ever in your control. There’s
a really nice interview with John Cage I read once
- I’ve sort of stolen this story and made it my own
– in which the interviewer said “Isn’t it cheating
that you let chance decide what your artwork
is like?” (John Cage uses chance operations
to decide his compositions, such as dice
or the I-Ching) …and he said, “No, you’re mistaken,
as in life you don’t ever get to live the answers you just get to ask the questions”. So you only
ever get to say “I want to be an artist”, or “I want
to make a fantastic piece of work”, and then life
just comes back to you and says “yes you are”,
or “no you’re not”, “that was successful”
or “It wasn’t successful”.
You don’t get a choice in that.
http://omiami.org/main.html
www.samwinston.com
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An interview with Sam Winston,
a typographic artist unlike any other

Who is your favorite artist/poet/novelist/
politician?

Which book touched you the most and what is
the story behind it.

An exploration of semantics or an effective
re-structuring of what typography and words
REALLY are, either way, Sam Winston’s work is
breathtaking. A visual explorer of language, the
London-based artist and educator has spent his
working life examining the way we approach all
kinds of literary artifacts. Always engaging his
audience with words in a stunning manner visually,
Winston started writing stories and selling art
books through London’s Institute of Contemporary
Arts and can now be found in many special
collections in the UK and the US, including –
MoMA New York, Getty Research Institute, Los
Angeles, the Tate Galleries London, and Victoria &
Albert Museum. This is the story of an artist who
creates sculpture, drawings and books that
question our understanding of words both as
carriers of messages, and as information itself” in
his own 1.406 words or so.

Italo Calvino, Primo Levi, Kenny Goldsmith, Vieira
da Silva, Tom Friedman, Aung Sung Suchi,
Chongyam Trunkpa, Dom Sylvester Houedard,
Maurice Sendak and Bernie Glassman.

There are some books that simply transcend the
format of a book – Primo Levi – if this is a man –
less about literature and more about bearing
witness - yes it’s about a holocaust – but scarily,
and profoundly its about humanity and what that
means.

Do you think your dyslexia has defined your
character and your skills?
In brief, yes. Dyslexia has had a defining role in my
practice but it would be misleading to say that it’s
been seminal as to how I work. I think that – from
a design perspective – a good solution has to first
come from a problem – so any problem is a good
departure point (even dyslexia) to produce
something interesting. Which is also lucky as there
are many problems in the world! From the artists’
perspective, I think it takes the broadest possible
view, in that it looks at the problem of the human
condition and explores that.

Have you developed a new understanding of
text through your art?

You love folk tales, name your favorite.
One of my favorite – and often repeated phrases is
– more than half of language is silence. Be it
spoken word or printed text – it has to be framed
within space– and that space lets meaning exist.
So if anything has developed through my art it is a
deep appreciation of this generousness of space
that we all have been given. Once that’s in place it
is quite easy to let things appear on the page / or in
the world.
Do you find it hard to distinguish yourself from
your work?
The idea of owning the work – when I say that I am
referring to learning from what is happening when I
am making the piece. I would say I really own a
project or artwork when it has taught me
something I didn’t know. And then that will feed
my sense of value. Intrinsically I feel learning is the
only type of ownership we can have – I am not
really talking about the literal ownership of objects.
As for do I find it hard to distinguish myself from
the work ? When I am in the flow or process of
making it – there is no separation between self and
work – it’s literally one. Once that stops – well it’s a
cultural object – and is that me ? – not in a tradional
definition of a ‘me’ its not.

What is more important?
The idea, the material, the form or the
technique? Please put them in hierarchy.
I rely on the idea of balance in work so usually I am
always in a state of disharmony and ‘work’ is
playing with balancing of that out. For example
drawing is only useful once its framed in a broader
conceptual framework. Or a conceptual artwork
will only work once it has found the right
embodiment – which could be through something
like sculpture or performance.
Which is your favorite piece of work and why?
I prefer to view my work as a practice and a project
is like full stops on that journey. So to stretch that
metaphor – it’s the parts between the full stops
that are interesting – yet almost impossible to
exhibit. I guess – Orphan, Romeo and Juliet,
Backwords, Drawing breath –all allude to that – a
process that is saying something but never
reaching a conclusion. I would hope the most
useful thing one can get from looking at them is
the impetus to engage your own creativity.

Which creature would you be in which fairy tale
and in what ways do you identify with the
mythical creature of your choice?
Wood pigeon – they never make it into a story,
totally irrelevant and if they do often end up in pies.
Which is your most precious verse from what
poem?
Out beyond ideas of wrongdoing
and right-doing there is a field.
I’ll meet you there.
When the soul lies down in that grass
the world is too full to talk about.
Rumi
Kindly name one calligrapher and/or
typographer whose work you believe should
be introduced to the TYPORN crowd.
Marion Deuchars is brilliant

How do you approach the creating procedure?
Basically, this might sound very simple – but it’s
thinking, looking and listening. These all happen in
different orders depending on the environment I
am in. My thinking is usually expressed in poetry,
short stories and typography. The looking is
explored through drawing, mark making and craft
lead processes. And the listening? – Hard to say in
words but generally meditative and induced by
either wilderness or solitary environments. And I
guess my job is to know when to do which.

Oscar Wilde obviously was a great author of many
new tales – and Marina Warner as a commentator
on them.

What is your most favorite text and why?
Please quote it for us and explain why you
favor it.
I love a text by James Baldwin called ‘the creative
process’ - this is not the whole of it but to quote a
little – “A society must assume that it is stable, but
the artist must know, and he must let us know,
that there is nothing stable under heaven.” It’s
fierce and alive and I often love that energy of
Wake Up – were not here long so live fully. The
most I can find of it online is here
What is your favorite song at the moment?
I found a 10 hour loop of the Skype ringtone on
YouTube recently – it’s not a favorite song but that’s
the last thing I remember actively looking to
listening to part of. Beyond that – the soundtrack I
follow is mainly whatever is going on in the
immediate soundscape – right now that’s a police
car in Hackney (London) and a cement mixer. Sorry
to be so obtuse but I think we miss a lot when we
only specify certain things to be listened to or
watched – it limits the scope of what can be heard
and seen.
Which is your least favorite piece of art and
why?
I stopped taking sides a long time ago. For
inspiration I go anywhere but the man made
endeavor
Please share your mantra with TYPORN.
Why not

What are your future plans?
Myself and Oliver Jeffers are collaborating on a
new children’s book and it should be out next year
What advice would you give to aspiring
creatives out there?
Consumption in our culture far outweighs the
creation of it – so… don’t read about it - write
about it. Don’t buy it – make it. And try and avoid
getting others stuck in the trap of consumption.
Always stay on the side of inspiration and creation
– both in yourself and others. A sense of humor is
a must. !
What do you think is the best way to close this
interview and say goodbye?
[ a space followed by a full stop] .

Text by Loukas Karnis
http://www.typorn.org/
www.samwinston.com
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Lou Trimby profiles artist Sam Winston, whose
participatory artwork Birthday forms part of this
month’s Mayfest
You studied design and visual communication
at University of the Arts, what sparked your
transition to fine art?
The transition from the applied arts to the fine arts
was simply because of the subject matter that I
wanted to tackle as a designer. Often the questions
I was exploring using design approaches were
incredibly broad – exploring themes around
language and how we construct meaning – which
meant they became increasingly hard to be termed
design in a traditional sense.
That plus as I would often present an exploration of
a question rather than a definitive solution – which
again makes the work less likely to fit a traditional
design definition.
Also, over time, I came to trust the more
expressive but perhaps more abstract forms of
poetry and painting - somehow in their lack of
specificity I found something honest.

Your work encompasses sculpture, drawings
and art books, which medium do you prefer?
I would see most mediums as a voice by which to
communicate with an audience – so the choice of a
medium depends on who I want to speak to. It
sometimes really as obvious as librarians prefer
books and gallerists prefer pictures.
As for my preference? Generally people tend to
have interesting observations and views about the
mediums they like – and I am very sympathetic to
that. So I would say whoever is in my world at that
time forms a big part of my preference.

Palliative Care?

colossal themes of Birth and Death?

This again was through Mathew. I am always
interested in working with organisations such as
these - because the material they cover is in the
midst of our lives yet we often never have either
the time, or the technical knowledge to follow
what they are covering. Yet the subject matter is of
vital importance to us.

I am not sure I had a choice in the matter when it
comes to the themes of life and death.

In this case it’s a conference concerned with how
our culture deals with death and dying and like it or
not this subject will impact on us massively in our
lives. I sometimes see the role of an artist is to
translate some of the more abstract or difficult
subjects into new forms and introduce it to new
audiences.

So for me the exploration of these themes in art is
a very natural response to coming into the world.
As a metaphor I would say - once I got on the bus I
found it very hard not to look out the window and
wonder where it goes… and when I’ll get off.

http://www.bristol247.com/
Your approach to language is meticulous and
unique, breaking it down into form as well as
content. Has language always informed your
work prior to your creation of art books and
images?
My interest in typography came from an interest in
language; the interest in language came from an
interest in how to structure thoughts and the
interest in how we structure thought came from
growing up Dyslexic.
Which again leads to a wider point about where to
find inspiration. I would say that within every
problem or conflict there is a set of questions that
are in need of exploration. So in this case the
alternative understanding of words / letterforms
(called dyslexia) leads to a series of explorations
(now called an artist practice) around language.
For me a problem and its creative investigation are
the backbone of what I do. I would even go as far
to say that a problem, well phrased as a question,
is the most powerful muse.

How do you decide which medium to use when
exploring and conveying a concept?
When I am in the studio it’s often a case of
achieving a balance between many conflicting
disciplines. A day can contain work on the
computer, some craft element – say drawing - and
also a meeting. All of these have a certain
resonance – say the meeting is focused on ideas,
the drawing quite physical and the computer
visually engaging.
My choices emerge with me trying to achieve a
balance between them.
Knowing when to extend the discipline and
persevere or the opposite – to let go of it and leave
it alone is the hardest part of a day. I am often
trying to find new ways in which to listen out for
these shifts.
How did you get involved with Mayfest?
Rather simply because Matthew the organiser and
founder of Mayfest came across a previous project
at the Southbank Centre in London and thought
elements of that would be very relevant to the
program he was curating. After a few
conversations about relevance and context we both
decided I could add something to the festival.
And the Cultural Programme for the 4th
International Conference on Public Health and

I guess from the moment you become aware of
your self, from that point on the narrative of life
arises and part of that narrative also involves the
end of that life.

With Birth-day audience participation is a key
part of the work, has this been in your practice
before?
At a certain point nearly all art has to begin to have
a relationship with an audience – even if it’s only an
audience of one (yourself).
I began to really become aware of participation
with a project called Orphan – where I was cutting
up old books to spell a new story. Even on that
scale I realised whatever is around us – whatever
we cultivate – impacts on what is created.
So participation is a bit like a cook checking out her
ingredients before making a dish – sometimes you
spend a long time going to markets and finding
exactly the right ingredients – this would be a
creative considering every element before
compiling a work.
Other times you just pull open the fridge door and
go with whatever’s in – and this would be more
akin to a large public participatory project – you just
don’t know what will walk through the door and
that’s what makes the work interesting.
Birthday was the first time I had opened the door
so far to an audience.
What is it that inspired you to approach these
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Studio interview:
Exploring idea generation Studio interview Activity

Sam Winston

When do you know you have the
‘golden idea’?

Through his explorations of language,
Sam Winston creates sculptures,
drawings and books that question
our understanding of words, both
as carriers of messages and as
information itself.
Are there any processes you have
developed to help kick-start the
idea generation process?
I’d say for me idea generation is a lot
more evolutionary than it is ‘flash of
lightning’. I often watch things grow.
I have a stream of thoughts, some
of those thoughts are creative and
if one reoccurs over a month or so I
will give it more focused attention by
realizing it, whether that’s a drawing,
design or a piece of writing. I don’t
know why certain themes come back
more than others, but I am usually
caught on language and how we use
it, both visually and in terms of how it’s
structured. Recurrence is where a good
idea comes from; if it appears three or
four times, I then have to act on it.

72

How do your best ideas occur?
I don’t keep a notebook, diary or any
formal way of recording ideas. I leave
enough room in the day for intuition or
the unconscious to work. I meditate
in the morning, as that’s a more
direct way of looking at the mind than
indirect ways, like daydreaming. I will
consciously walk into the studio and
not think about ideas – my friend has
a phrase that I like which is, ‘keep it
breezy’. I can be a little heavy handed,
so I try to put a lightness of touch
into how I think about things. I will not
directly say, ‘this is the concept time,’ I
will just ignore it. By ignoring it, things
will appear in their own time. I think
that is good, as a mode of operation.
Because of the nature of my artwork,
I can spend five or six years on a
project, and by the time I have finished
it I will pretty much know what is
happening in the next project, and the
one after that.

I think one of the most integral parts to
any idea generation process is being
able to listen. Rather than trying to tell
people what the idea is, try presenting
the concept and listen to what is being
said to you. It’s a balance between
listening, but not doing exactly what
you are told – listening in a wise way,
having discriminating awareness. You
don’t get to a golden idea; what you
get is a more evolved idea, and if you
have that mentality it will protect you
from preciousness.

Preciousness comes from this idea
that there is something that is genius,
or there is something that is great.
The moment you put that pressure on
yourself, you’re setting yourself up for
a fall because ideas are never going to
reach your aspirations of what a good
idea is.

Shown are texts from Shakespeare’s Romeo and Juliet, categorized into
three emotional states: passion, rage and solace. The resulting collages
have no recognizable letterforms remaining.
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My biggest question is, how long does each
piece take to complete?
Say, how long did it take to sculpt the Folded
Dictionary piece?
A work like folded Dictionary took a couple of
months of time. Each project varies, as it is also
due to the amount of energy you have available to
spend. With Romeo & Juliet – where I was cutting
out every letter of Shakespeare’s play – towards
the end it becomes a real discipline to keep up
enthusiasm.
But that is part of the process of making a work – I
know few people that want to go to that extreme
- I guess I go there because a lot of people can’t be
bothered. I am interested in learning about things
in places where people don’t go.

Because of the repetitious nature, that
eventually becomes texture (ha! that’s
appropriate!) in your work, I see an almost
meditative aspect as well. Almost bordering the
Zen meditation of Buddhist monks.
Does this factor into your work? Do you seek to
convey that inner-contemplative aspect to your
audience?
About five years after gradating I started a
mediation practice. Or maybe I didn’t start it but
rather the work quietly led me to that place. On
good days my waking life / artwork and head
space are all pretty much harmonious. That
doesn’t mean all is calm– it is just that I have a
perspective on the day that over time has
become invaluable. I have created more works
that ask me to be very present in the making of
them. I guess it’s an attempt to stay present in
my day.
Also I hope an audience can see I have put time
into a work and that encourages them to also
engage with it beyond the superficial element of
just looking. I really care about the themes that I
try to address in the work and that is something
I am at pains to communicate.

What are your inspirations? Judging by the
diverse range of themes
in your work, I’m curious to know where you
derive your ideas from.
The most basic theme in my work is language
– how we structure this system and how it
impacts on our worldview. I try and choose
distinctive styles of literature – dictionaries,
encyclopaedias, myth/fairytales. These are all
vessels for carrying specific messages –
whether moral, social or political. And by
cutting them up – sometimes literally – you gain
a portrait to the thinking behind them. Thats the
main premise for my practice

http://gcolon.co.kr/

