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Geometric No. 3 Book

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with
American poet and editor Nathaniel Mackey for a
public discussion at Poet's House in New York City.
The pair had been friends and colleagues for over a
decade, Mackey having published Brathwaite in
early issues of the 1982 poetry magazine Hambone.
They settled in for a lengthy oral survey of
Brathwaite's work, covering the effect his studies in
Ghana and the UK had on his understanding of Ca-
ribbean identity, the Barbadian spoken tradition
which he'd previously termed “nation language,” his
beloved Arrivants and Ancestors poetry trilogies, and
his move to the United States in 1991 for a professor-
ship in Comparative Literature at NYU. This talk with
Mackey—Brathwaite's first public event in New York—
occurred five years into a radical shift in his writing
method, one that would redefine his relationship to
his computer's word processor.

Six years after the Poet's House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcription
of the discussion, expanding the hour-long conversa-
tion into a sprawling, heavily-annotated, visual histo-
ry of his work—a now-essential key to following the
poet's writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one's desk, revealing
text spreads that change significantly as one pages
through it. The original substance of the conversation
is typeset in Courier in squarish, fully-justified text
blocks, which Brathwaite often interrupts with in-line,
bracketed citations at a smaller point size. Longer
annotations are signaled by narrowed, right-shifted
columns, vertical lines running the length of the left
side of the text block, double-stroked frames (some-
times multiple framed texts on a single page), and

sudden, significant changes in typeface and point
size. The typefaces would have been available in
1990s Apple word processors and design software:
Chancery, Times New Roman, Antique Olive, Avant
Garde Gothic, Stop, Century Schoolbook, Latin, Arial,
and New York, to name a few. Brathwaite bitmapped
some of these types almost beyond recognition by
printing them with his Apple StyleWriter printer, which
necessitated the use of photo-offset printing to faith-
fully reproduce his typesetting for publication. These
arrays of black pixels are in formal conversation with
the pictographic glyphs from the dingbats typeface
Cairo, as well as Brathwaite's own pixel drawings. His
signature use of deliberate misspelling and double
entendre occur throughout the conversation and
annotations, which reference excerpts from his own
poetry as well as the words of Caribbean luminaries
such as Derek Walcott, Walter Rodney, Bob Marley, C.
L. R. James, Frantz Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style," a “new pathway” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris “Zea
Mexican” Brathwaite to cancer. Two years later,
Hurricane Gilbert triggered a mudslide that destroyed
his home, library, and personal archive in Irish Town,
Jamaica. And one stormy night in 1990, three men
broke into his Kingston flat and bound, gagged, and
robbed him. One of the men put a gun to Brathwaite's
head. The weapon either malfunctioned or was not
loaded, but he heard the click of the trigger, an event
he later described as a kind of murder by “ghost
bullet." Now regarding himself as someone who “was
dead but had not died,” he began to transcribe a
series of dreams—intending to restore or reinvent his
psyche—in this new video style. This writing would be
collected under the title DreamStories (1994), a book
whose design initially confounded its publisher. . ..



Geometric No. 3 Medium

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with
American poet and editor Nathaniel Mackey for a
public discussion at Poet's House in New York City.
The pair had been friends and colleagues for over a
decade, Mackey having published Brathwaite in
early issues of the 1982 poetry magazine Hambone.
They settled in for a lengthy oral survey of
Brathwaite's work, covering the effect his studies in
Ghana and the UK had on his understanding of
Caribbean identity, the Barbadian spoken tradition
which he'd previously termed “nation language,”
his beloved Arrivants and Ancestors poetry trilo-
gies, and his move to the United States in 1991 for a
professorship in Comparative Literature at NYU.
This talk with Mackey—Brathwaite’s first public
event in New York—occurred five years into a radi-
cal shift in his writing method, one that would rede-
fine his relationship to his computer's word proces-
sor.

Six years after the Poet’'s House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcrip-
tion of the discussion, expanding the hour-long
conversation into a sprawling, heavily-annotated,
visual history of his work—a now-essential key to
following the poet's writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one’s desk, revealing
text spreads that change significantly as one pages
through it. The original substance of the conversa-
tion is typeset in Courier in squarish, fully-justified
text blocks, which Brathwaite often interrupts with
in-line, bracketed citations at a smaller point size.
Longer annotations are signaled by narrowed,
right-shifted columns, vertical lines running the
length of the left side of the text block, dou-

ble-stroked frames (sometimes multiple framed
texts on a single page), and sudden, significant
changes in typeface and point size. The typefaces
would have been available in 1990s Apple word
processors and design software: Chancery, Times
New Roman, Antique Olive, Avant Garde Gothic,
Stop, Century Schoolbook, Latin, Arial, and New
York, to name a few. Brathwaite bitmapped some of
these types almost beyond recognition by printing
them with his Apple StyleWriter printer, which
necessitated the use of photo-offset printing to
faithfully reproduce his typesetting for publication.
These arrays of black pixels are in formal conversa-
tion with the pictographic glyphs from the dingbats
typeface Cairo, as well as Brathwaite's own pixel
drawings. His signature use of deliberate misspell-
ing and double entendre occur throughout the
conversation and annotations, which reference
excerpts from his own poetry as well as the words
of Caribbean luminaries such as Derek Walcott,
Walter Rodney, Bob Marley, C. L. R. James, Frantz
Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway"” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris “Zea
Mexican” Brathwaite to cancer. Two years later,
Hurricane Gilbert triggered a mudslide that de-
stroyed his home, library, and personal archive in
Irish Town, Jamaica. And one stormy night in 1990,
three men broke into his Kingston flat and bound,
gagged, and robbed him. One of the men put a gun
to Brathwaite’s head. The weapon either malfunc-
tioned or was not loaded, but he heard the click of
the trigger, an event he later described as a kind of
murder by “ghost bullet.” Now regarding himself as
someone who “was dead but had not died,” he
began to transcribe a series of dreams.. ..



Geometric No. 3 Light

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with Ameri-
can poet and editor Nathaniel Mackey for a public
discussion at Poet's House in New York City. The pair
had been friends and colleagues for over a decade,
Mackey having published Brathwaite in early issues of
the 1982 poetry magazine Hambone. They settled in for
a lengthy oral survey of Brathwaite's work, covering the
effect his studies in Ghana and the UK had on his un-
derstanding of Caribbean identity, the Barbadian
spoken tradition which he'd previously termed “nation
language,” his beloved Arrivants and Ancestors poetry
trilogies, and his move to the United States in 1991 for a
professorship in Comparative Literature at NYU. This
talk with Mackey—Brathwaite's first public event in New
York—occurred five years into a radical shift in his
writing method, one that would redefine his relationship
to his computer's word processor.

Six years after the Poet's House event, Brathwaite
worked with We Press and the journal XCP: Cross-Cul-
tural Poetics to publish a transcription of the discussion,
expanding the hour-long conversation into a sprawling,
heavily-annotated, visual history of his work—a now-es-
sential key to following the poet's writing and influenc-
es.

The book, conVERSations with Nathaniel Mack-
ey, has a large trim-size for a poetry volume, measuring
8.5 x 1T inches. Its soft cover and 320 pages allow it to
flop open on one's desk, revealing text spreads that
change significantly as one pages through it. The
original substance of the conversation is typeset in
Courier in squarish, fully-justified text blocks, which
Brathwaite often interrupts with in-line, bracketed
citations at a smaller point size. Longer annotations are
signaled by narrowed, right-shifted columns, vertical
lines running the length of the left side of the text block,
double-stroked frames (sometimes multiple framed
texts on a single page), and sudden, significant chang-
es in typeface and point size. The typefaces would

have been available in 1990s Apple word processors
and design software: Chancery, Times New Roman, An-
tique Olive, Avant Garde Gothic, Stop, Century School-
book, Latin, Arial, and New York, to name a few.
Brathwaite bitmapped some of these types almost
beyond recognition by printing them with his Apple
StyleWriter printer, which necessitated the use of pho-
to-offset printing to faithfully reproduce his typesetting
for publication. These arrays of black pixels are in
formal conversation with the pictographic glyphs from
the dingbats typeface Cairo, as well as Brathwaite's
own pixel drawings. His signature use of deliberate
misspelling and double entendre occur throughout the
conversation and annotations, which reference ex-
cerpts from his own poetry as well as the words of
Caribbean luminaries such as Derek Walcott, Walter
Rodney, Bob Marley, C. L. R. James, Frantz Fanon, and
Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway" his poetry took
after enduring three traumatic events in the previous
decade. In 1986, he lost his wife Doris “Zea Mexican”
Brathwaite to cancer. Two years later, Hurricane Gilbert
triggered a mudslide that destroyed his home, library,
and personal archive in Irish Town, Jamaica. And one
stormy night in 1990, three men broke into his Kingston
flat and bound, gagged, and robbed him. One of the
men put a gun to Brathwaite's head. The weapon either
malfunctioned or was not loaded, but he heard the
click of the trigger, an event he later described as a
kind of murder by “ghost bullet.” Now regarding himself
as someone who “was dead but had not died,” he
began to transcribe a series of dreams—intending to
restore or reinvent his psyche—in this new video style.
This writing would be collected under the title Dream-
Stories (1994), a book whose design initially confounded
its publisher. . ..
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Geometric No. 3 Mono Book

On November 18, 1993, the Barbadian
poet, literary critic, and historian
Kamau Brathwaite met with American poet
and editor Nathaniel Mackey for a pub-
lic discussion at Poet's House in New
York City. The pair had been friends
and colleagues for over a decade, Mack-
ey having published Brathwaite in early
issues of the 1982 poetry magazine Ham-
bone. They settled in for a lengthy
oral survey of Brathwaite's work, cov-
ering the effect his studies in Ghana
and the UK had on his understanding of
Caribbean identity, the Barbadian spo-
ken tradition which he'd previously
termed “nation language,” his beloved
Arrivants and Ancestors poetry trilo-
gies, and his move to the United States
in 1991 for a professorship in Compara-
tive Literature at NYU. This talk with
Mackey-Brathwaite's first public event
in New York-occurred five years into a
radical shift in his writing method,
one that would redefine his relation-
ship to his computer's word processor.

Six years after the Poet's House
event, Brathwaite worked with We Press
and the journal XCP: Cross-Cultural
Poetics to publish a transcription of
the discussion, expanding the hour-long
conversation into a sprawling, heavi-
ly-annotated, visual history of his
work—a now-essential key to following
the poet's writing and influences.

The book, conVERSations with Na-
thaniel Mackey, has a large trim-size

for a poetry volume, measuring 8.5 x 11
inches. Its soft cover and 320 pages
allow it to flop open on one's desk,
revealing text spreads that change sig-
nificantly as one pages through it. The
original substance of the conversation
is typeset in Courier in squarish, ful-
ly-justified text blocks, which
Brathwaite often interrupts with in-
line, bracketed citations at a smaller
point size. Longer annotations are sig-
naled by narrowed, right-shifted col-
umns, vertical lines running the length
of the left side of the text block,
double-stroked frames (sometimes multi-
ple framed texts on a single page), and
sudden, significant changes in typeface
and point size. The typefaces would
have been available in 1990s Apple word
processors and design software: Chan-
cery, Times New Roman, Antique Olive,
Avant Garde Gothic, Stop, Century
Schoolbook, Latin, Arial, and New York,
to name a few. Brathwaite bitmapped
some of these types almost beyond rec-
ognition by printing them with his Ap-
ple StyleWriter printer, which necessi-
tated the use of photo-offset printing
to faithfully reproduce his typesetting
for publication. These arrays of black
pixels are in formal conversation with
the pictographic glyphs from the ding-
bats typeface Cairo, as well as
Brathwaite's own pixel drawings. His
signature use of deliberate misspelling
and double entendre occur



Geometric No. 3 Mono Medium

On November 18, 1993, the Barbadian
poet, literary critic, and historian
Kamau Brathwaite met with American poet
and editor Nathaniel Mackey for a pub-
lic discussion at Poet’'s House in New
York City. The pair had been friends
and colleagues for over a decade, Mack-
ey having published Brathwaite in early
issues of the 1982 poetry magazine Ham-
bone. They settled in for a lengthy
oral survey of Brathwaite's work, cov-
ering the effect his studies in Ghana
and the UK had on his understanding of
Caribbean identity, the Barbadian spo-
ken tradition which he'd previously
termed “nation language,” his beloved
Arrivants and Ancestors poetry trilo-
gies, and his move to the United States
in 1991 for a professorship in Compara-
tive Literature at NYU. This talk with
Mackey-Brathwaite'’'s first public event
in New York-occurred five years into a
radical shift in his writing method,
one that would redefine his relation-
ship to his computer’'s word processor.

Six years after the Poet's House
event, Brathwaite worked with We Press
and the journal XCP: Cross-Cultural
Poetics to publish a transcription of
the discussion, expanding the hour-long
conversation into a sprawling, heavi-
ly-annotated, visual history of his
work-a now-essential key to following
the poet’s writing and influences.

The book, conVERSations with Na-
thaniel Mackey, has a large trim-size

for a poetry volume, measuring 8.5 x 11
inches. Its soft cover and 320 pages
allow it to flop open on one's desk,
revealing text spreads that change sig-
nificantly as one pages through it. The
original substance of the conversation
is typeset in Courier in squarish, ful-
ly-justified text blocks, which
Brathwaite often interrupts with in-
line, bracketed citations at a smaller
point size. Longer annotations are sig-
naled by narrowed, right-shifted col-
umns, vertical lines running the length
of the left side of the text block,
double-stroked frames (sometimes multi-
ple framed texts on a single page), and
sudden, significant changes in typeface
and point size. The typefaces would
have been available in 1990s Apple word
processors and design software: Chan-
cery, Times New Roman, Antique Olive,
Avant Garde Gothic, Stop, Century
Schoolbook, Latin, Arial, and New York,
to name a few. Brathwaite bitmapped
some of these types almost beyond rec-
ognition by printing them with his Ap-
ple StyleWriter printer, which necessi-
tated the use of photo-offset printing
to faithfully reproduce his typesetting
for publication. These arrays of black
pixels are in formal conversation with
the pictographic glyphs from the ding-
bats typeface Cairo, as well as
Brathwaite's own pixel drawings. His
signature use of deliberate misspelling
and double entendre occur
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Geometric No. 3 Mono Light

On November 18, 1993, the Barbadian
poet, literary critic, and historian
Kamau Brathwaite met with American poet
and editor Nathaniel Mackey for a pub-
lic discussion at Poet's House in New
York City. The pair had been friends
and colleagues for over a decade, Mack-
ey having published Brathwaite in early
issues of the 1982 poetry magazine Ham-
bone. They settled in for a lengthy
oral survey of Brathwaite's work, cov-
ering the effect his studies in Ghana
and the UK had on his understanding of
Caribbean identity, the Barbadian spo-
ken tradition which he'd previously
termed “nation language,” his beloved
Arrivants and Ancestors poetry trilo-
gies, and his move to the United States
in 1991 for a professorship in Compara-
tive Literature at NYU. This talk with
Mackey-Brathwaite's first public event
in New York-occurred five years into a
radical shift in his writing method,
one that would redefine his relation-
ship to his computer's word processor.

Six years after the Poet's House
event, Brathwaite worked with We Press
and the journal XCP: Cross-Cultural
Poetics to publish a transcription of
the discussion, expanding the hour-long
conversation into a sprawling, heavi-
ly-annotated, visual history of his
work—-a now-essential key to following
the poet's writing and influences.

The book, conVERSations with Na-
thaniel Mackey, has a large trim-size

for a poetry volume, measuring 8.5 x 11
inches. Its soft cover and 320 pages
allow it to flop open on one's desk,
revealing text spreads that change sig-
nificantly as one pages through it. The
original substance of the conversation
is typeset in Courier in squarish, ful-
ly-justified text blocks, which
Brathwaite often interrupts with in-
line, bracketed citations at a smaller
point size. Longer annotations are sig-
naled by narrowed, right-shifted col-
umns, vertical lines running the length
of the left side of the text block,
double-stroked frames (sometimes multi-
ple framed texts on a single page), and
sudden, significant changes in typeface
and point size. The typefaces would
have been available in 1990s Apple word
processors and design software: Chan-
cery, Times New Roman, Antique Olive,
Avant Garde Gothic, Stop, Century
Schoolbook, Latin, Arial, and New York,
to name a few. Brathwaite bitmapped
some of these types almost beyond rec-
ognition by printing them with his Ap-
ple StyleWriter printer, which necessi-
tated the use of photo-offset printing
to faithfully reproduce his typesetting
for publication. These arrays of black
pixels are in formal conversation with
the pictographic glyphs from the ding-
bats typeface Cairo, as well as
Brathwaite's own pixel drawings. His
signature use of deliberate misspelling
and double entendre occur
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Geometric No. 3.5 Book

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with
American poet and editor Nathaniel Mackey for a
public discussion at Poet's House in New York City.
The pair had been friends and colleagues for over a
decade, Mackey having published Brathwaite in
early issues of the 1982 poetry magazine Hambone.
They settled in for a lengthy oral survey of
Brathwaite's work, covering the effect his studies in
Ghana and the UK had on his understanding of Ca-
ribbean identity, the Barbadian spoken tradition
which he'd previously termed “nation language,” his
beloved Arrivants and Ancestors poetry trilogies, and
his move to the United States in 1991 for a professor-
ship in Comparative Literature at NYU. This talk with
Mackey—Brathwaite's first public event in New York—
occurred five years into a radical shift in his writing
method, one that would redefine his relationship to
his computer's word processor.

Six years after the Poet's House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcription
of the discussion, expanding the hour-long conversa-
tion into a sprawling, heavily-annotated, visual histo-
ry of his work—a now-essential key to following the
poet's writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one's desk, revealing
text spreads that change significantly as one pages
through it. The original substance of the conversation
is typeset in Courier in squarish, fully-justified text
blocks, which Brathwaite often interrupts with in-line,
bracketed citations at a smaller point size. Longer
annotations are signaled by narrowed, right-shifted
columns, vertical lines running the length of the left
side of the text block, double-stroked frames (some-
times multiple framed texts on a single page), and

sudden, significant changes in typeface and point
size. The typefaces would have been available in
1990s Apple word processors and design software:
Chancery, Times New Roman, Antique Olive, Avant
Garde Gothic, Stop, Century Schoolbook, Latin, Arial,
and New York, to name a few. Brathwaite bitmapped
some of these types almost beyond recognition by
printing them with his Apple StyleWriter printer, which
necessitated the use of photo-offset printing to faith-
fully reproduce his typesetting for publication. These
arrays of black pixels are in formal conversation with
the pictographic glyphs from the dingbats typeface
Cairo, as well as Brathwaite's own pixel drawings. His
signature use of deliberate misspelling and double
entendre occur throughout the conversation and
annotations, which reference excerpts from his own
poetry as well as the words of Caribbean luminaries
such as Derek Walcott, Walter Rodney, Bob Marley, C.
L. R. James, Frantz Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris “Zea
Mexican” Brathwaite to cancer. Two years later,
Hurricane Gilbert triggered a mudslide that destroyed
his home, library, and personal archive in Irish Town,
Jamaica. And one stormy night in 1990, three men
broke into his Kingston flat and bound, gagged, and
robbed him. One of the men put a gun to Brathwaite's
head. The weapon either malfunctioned or was not
loaded, but he heard the click of the trigger, an event
he later described as a kind of murder by “ghost
bullet." Now regarding himself as someone who “was
dead but had not died,” he began to transcribe a
series of dreams—intending to restore or reinvent his
psyche—in this new video style. This writing would be
collected under the title DreamStories (1994), a book
whose design initially confounded its publisher. . ..
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Geometric No. 3.5 Medium

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with
American poet and editor Nathaniel Mackey for a
public discussion at Poet's House in New York City.
The pair had been friends and colleagues for over a
decade, Mackey having published Brathwaite in
early issues of the 1982 poetry magazine Hambone.
They settled in for a lengthy oral survey of
Brathwaite's work, covering the effect his studies in
Ghana and the UK had on his understanding of
Caribbean identity, the Barbadian spoken tradition
which he'd previously termed “nation language,”
his beloved Arrivants and Ancestors poetry trilo-
gies, and his move to the United States in 1991 for a
professorship in Comparative Literature at NYU.
This talk with Mackey—Brathwaite’s first public
event in New York—occurred five years into a radi-
cal shift in his writing method, one that would rede-
fine his relationship to his computer's word proces-
sor.

Six years after the Poet’'s House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcrip-
tion of the discussion, expanding the hour-long
conversation into a sprawling, heavily-annotated,
visual history of his work—a now-essential key to
following the poet's writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one’s desk, revealing
text spreads that change significantly as one pages
through it. The original substance of the conversa-
tion is typeset in Courier in squarish, fully-justified
text blocks, which Brathwaite often interrupts with
in-line, bracketed citations at a smaller point size.
Longer annotations are signaled by narrowed,
right-shifted columns, vertical lines running the
length of the left side of the text block, dou-

ble-stroked frames (sometimes multiple framed
texts on a single page), and sudden, significant
changes in typeface and point size. The typefaces
would have been available in 1990s Apple word
processors and design software: Chancery, Times
New Roman, Antique Olive, Avant Garde Gothic,
Stop, Century Schoolbook, Latin, Arial, and New
York, to name a few. Brathwaite bitmapped some of
these types almost beyond recognition by printing
them with his Apple StyleWriter printer, which
necessitated the use of photo-offset printing to
faithfully reproduce his typesetting for publication.
These arrays of black pixels are in formal conversa-
tion with the pictographic glyphs from the dingbats
typeface Cairo, as well as Brathwaite's own pixel
drawings. His signature use of deliberate misspell-
ing and double entendre occur throughout the
conversation and annotations, which reference
excerpts from his own poetry as well as the words
of Caribbean luminaries such as Derek Walcott,
Walter Rodney, Bob Marley, C. L. R. James, Frantz
Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris “Zea
Mexican” Brathwaite to cancer. Two years later,
Hurricane Gilbert triggered a mudslide that de-
stroyed his home, library, and personal archive in
Irish Town, Jamaica. And one stormy night in 1990,
three men broke into his Kingston flat and bound,
gagged, and robbed him. One of the men put a gun
to Brathwaite’s head. The weapon either malfunc-
tioned or was not loaded, but he heard the click of
the trigger, an event he later described as a kind of
murder by “ghost bullet.” Now regarding himself as
someone who “was dead but had not died,” he
began to transcribe a series of dreams . ..
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Geometric No. 3.5 Light

On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with Ameri-
can poet and editor Nathaniel Mackey for a public
discussion at Poet's House in New York City. The pair
had been friends and colleagues for over a decade,
Mackey having published Brathwaite in early issues of
the 1982 poetry magazine Hambone. They settled in for
a lengthy oral survey of Brathwaite's work, covering the
effect his studies in Ghana and the UK had on his
understanding of Caribbean identity, the Barbadian
spoken tradition which he'd previously termed “nation
language,” his beloved Arrivants and Ancestors poetry
trilogies, and his move to the United States in 1991 for a
professorship in Comparative Literature at NYU. This
talk with Mackey—Brathwaite's first public event in New
York—occurred five years into a radical shift in his
writing method, one that would redefine his relation-
ship to his computer's word processor.

Six years after the Poet's House event,
Brathwaite worked with We Press and the journal XCP:
Cross-Cultural Poetics to publish a transcription of the
discussion, expanding the hour-long conversation into
a sprawling, heavily-annotated, visual history of his
work—a now-essential key to following the poet's
writing and influences.

The book, conVERSations with Nathaniel Mack-
ey, has a large trim-size for a poetry volume, measur-
ing 8.5 x 11 inches. Its soft cover and 320 pages allow it
to flop open on one's desk, revealing text spreads that
change significantly as one pages through it. The
original substance of the conversation is typeset in
Courier in squarish, fully-justified text blocks, which
Brathwaite often interrupts with in-line, bracketed
citations at a smaller point size. Longer annotations
are signaled by narrowed, right-shifted columns, verti-
cal lines running the length of the left side of the text
block, double-stroked frames (sometimes multiple
framed texts on a single page), and sudden, significant
changes in typeface and point size. The typefaces

would have been available in 1990s Apple word pro-
cessors and design software: Chancery, Times New
Roman, Antique Olive, Avant Garde Gothic, Stop,
Century Schoolbook, Latin, Arial, and New York, to
name a few. Brathwaite bitmapped some of these
types almost beyond recognition by printing them with
his Apple StyleWriter printer, which necessitated the
use of photo-offset printing to faithfully reproduce his
typesetting for publication. These arrays of black pixels
are in formal conversation with the pictographic
glyphs from the dingbats typeface Cairo, as well as
Brathwaite's own pixel drawings. His signature use of
deliberate misspelling and double entendre occur
throughout the conversation and annotations, which
reference excerpts from his own poetry as well as the
words of Caribbean luminaries such as Derek Walcott,
Walter Rodney, Bob Marley, C. L. R. James, Frantz
Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style," a “new pathway” his poetry took
after enduring three traumatic events in the previous
decade. In 1986, he lost his wife Doris “Zea Mexican”
Brathwaite to cancer. Two years later, Hurricane
Gilbert triggered a mudslide that destroyed his home,
library, and personal archive in Irish Town, Jamaica.
And one stormy night in 1990, three men broke into his
Kingston flat and bound, gagged, and robbed him.
One of the men put a gun to Brathwaite's head. The
weapon either malfunctioned or was not loaded, but
he heard the click of the trigger, an event he later
described as a kind of murder by “ghost bullet." Now
regarding himself as someone who “was dead but had
not died,” he began to transcribe a series of dreams—
intending to restore or reinvent his psyche—in this new
video style. This writing would be collected under the
title DreamStories (1994), a book whose design initially
confounded its publisher. . ..

16



Grotesque No. 3 Regular and Grotesque No. 3 Oblique

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

abcdefghijklmnopqgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

Grotesque No. 3 Bold and Grotesque No. 3 Bold Oblique

abcdefghijkimnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

2019-21

17



Grotesq

ue No. 3 Condensed and Grotesque No. 3 Condensed Oblique

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

abcdefghijklmnopgrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

Grotesque No. 3 Condensed Bold and Grotesque No. 3 Condensed Bold Oblique

2019-21

abcdefghijkimnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

abcdefghijklmnopqrstuvwxyz
ABCDEFGHIJKLMNOPQRSTUVWXYZ

1234567890

18



Grotesque No. 3 Regular

Across the street from the JAARS offices sits the
campus’s most public-facing entity, the Museum of
the Alphabet, a modest, densely-packed, one-story
building dedicated to world alphabetical history as
observed by SIL employees over eight decades.

Its dozen-or-so rooms feature artifacts and books
from Townsend'’s travels, but are mostly filled with
homespun models, hand-painted dioramas, text
panels, murals, and infographics portraying alpha-
betic writing from around the world. Upon entering
the lobby, visitors are immediately flanked by a
welded sheet metal sculpture of the Tower of Ba-
bel, and a human-sized, wooden “Alphabet Tree”
illustrating some of the innumerable forks that
writing systems have taken throughout human
civilization. Branches labelled “Linear B” or “Mixtec
Aztec” abruptly end not far above the ground,
while others marked “Modern Roman,” “Armenian,”
“Guijarati,” or “Chinese,” carry us high up the tree
and into the present day. This forking tree motif—
where certain writing systems simply die out in
some kind of seemingly natural selection—recurs
throughout the museum’s galleries. Between the
Tower of Babel and the Alphabet Tree, a large wall
graphic assures visitors: “About 750 million are still
waiting for... the Word.”

The history charted by the museum will be
familiar to anyone who's taken an introductory
typography class. It begins with models of cunei-
form tablets and Egyptian hieroglyphics, which
slowly lead into alphabets by the North Semitic,
the Phoenicians, the early- and classical-Greeks,
the Etruscans, and then the Modern Roman charac-
ters we read in the west today, with significant
attention paid to the technologies that made such
writing and printing possible. The museum also
features rooms dedicated to the development of
Cyrillic, Aramaic, Arabic, Hebrew, Thai, Vietnamese,
Korean, Japanese, Chinese, Cherokee, and Indic

writing systems. Each room communicates a pro-
found fascination with—a love for—languages of the
world; a love troubled by SIL's insistence that the
Christian God is the “supreme authority in all mat-
ters of belief and practice."The curators are careful
to highlight consequential figures in the history of
Bible production: Ulfilas, the Visigoth Bible transla-
tor who developed the Gothic alphabet; Alcuin of
York, the English scholar who devised writing
standards for Bible scribes; Mesrop Mashtots, who
designed the Armenian alphabet to strengthen
national identity through Bible translation; and
Johannes Gutenberg, whose innovations produced
the first printed Bible. SIL clearly sees itself as a
spiritual successor to these figures. Future histories
might list Townsend as a person of comparable
typographic influence.

Some of the Bibles on display in a nearby
building were just published by Wycliffe Bible
Translators in the previous year, featuring scrip-
tures newly translated into Tegbo (Ghana), Nali and
Ura (Papua New Guinea), Hawaiian Pidgin, and
others. They represent the end-stage results of a
focused global strategy. In 1999, WBT adopted a
plan to initiate a Bible translation project “in every
language community that needs it” by the year
2025, which was largely reliant on field research
databases and operational tools then being devel-
oped by its sibling organization.Over the subse-
quent two decades, SIL's Language Technology
team and Vernacular Media Services unit (now
called SIL International Media Services) have
expanded their information technology resources
to include audio and video production, media litera-
cy, mobile app development for Biblical storytell-
ing, and of course its now quite formidable cata-
logue of open source typographic software. Given
its broad linguistics expertise, field work capacity
and global reach, UNESCO had granted SIL . ..
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Grotesque No. 3 Bold

Across the street from the JAARS offices sits the
campus’s most public-facing entity, the Museum
of the Alphabet, a modest, densely-packed,
one-story building dedicated to world alphabetical
history as observed by SIL employees over eight
decades. Its dozen-or-so rooms feature artifacts
and books from Townsend’s travels, but are most-
ly filled with homespun models, hand-painted
dioramas, text panels, murals, and infographics
portraying alphabetic writing from around the
world. Upon entering the lobby, visitors are imme-
diately flanked by a welded sheet metal sculpture
of the Tower of Babel, and a human-sized, wooden
“Alphabet Tree” illustrating some of the innumera-
ble forks that writing systems have taken
throughout human civilization. Branches labelled
“Linear B” or “Mixtec Aztec” abruptly end not far
above the ground, while others marked “Modern
Roman,” "Armenian,” “Gujarati,” or “Chinese,”
carry us high up the tree and into the present day.
This forking tree motif—where certain writing
systems simply die out in some kind of seemingly
natural selection—recurs throughout the muse-
um's galleries. Between the Tower of Babel and
the Alphabet Tree, a large wall graphic assures
visitors: “About 750 million are still waiting for...
the Word.”

The history charted by the museum will be
familiar to anyone who's taken an introductory
typography class. It begins with models of cunei-
form tablets and Egyptian hieroglyphics, which
slowly lead into alphabets by the North Semitic,
the Phoenicians, the early- and classical-Greeks,
the Etruscans, and then the Modern Roman char-
acters we read in the west today, with significant
attention paid to the technologies that made such
writing and printing possible. The museum also
features rooms dedicated to the development of
Cyrillic, Aramaic, Arabic, Hebrew, Thai, Vietnam-

ese, Korean, Japanese, Chinese, Cherokee, and
Indic writing systems. Each room communicates a
profound fascination with—a love for—languages
of the world; a love troubled by SIL’s insistence
that the Christian God is the “supreme authority
in all matters of belief and practice.”The curators
are careful to highlight consequential figures in
the history of Bible production: Ulfilas, the Visig-
oth Bible translator who developed the Gothic
alphabet; Alcuin of York, the English scholar who
devised writing standards for Bible scribes; Mes-
rop Mashtots, who designed the Armenian alpha-
bet to strengthen national identity through Bible
translation; and Johannes Gutenberg, whose inno-
vations produced the first printed Bible. SIL clear-
ly sees itself as a spiritual successor to these
figures. Future histories might list Townsend as a
person of comparable typographic influence.
Some of the Bibles on display in a nearby
building were just published by Wycliffe Bible
Translators in the previous year, featuring scrip-
tures newly translated into Tegbo (Ghana), Nali
and Ura (Papua New Guinea), Hawaiian Pidgin,
and others. They represent the end-stage results
of a focused global strategy. In 1999, WBT adopted
a plan to initiate a Bible translation project “in
every language community that needs it” by the
year 2025, which was largely reliant on field
research databases and operational tools then
being developed by its sibling organization.Over
the subsequent two decades, SIL's Language
Technology team and Vernacular Media Services
unit (now called SIL International Media Services)
have expanded their information technology
resources to include audio and video production,
media literacy, mobile app development for Bibli-
cal storytelling, and of course its now quite formi-
dable catalogue of open source typographic soft-
ware. Given its broad linguistics expertise . . .
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Grotesque No. 3 Condensed

Across the street from the JAARS offices sits the campus’s
most public-facing entity, the Museum of the Alphabet, a
modest, densely-packed, one-story building dedicated to world
alphabetical history as observed by SIL employees over eight
decades. Its dozen-or-so rooms feature artifacts and books
from Townsend'’s travels, but are mostly filled with homespun
models, hand-painted dioramas, text panels, murals, and
infographics portraying alphabetic writing from around the
world. Upon entering the lobby, visitors are inmediately
flanked by a welded sheet metal sculpture of the Tower of
Babel, and a human-sized, wooden “Alphabet Tree” illustrating
some of the innumerable forks that writing systems have taken
throughout human civilization. Branches labelled “Linear B” or
“Mixtec Aztec” abruptly end not far above the ground, while
others marked “Modern Roman,” “Armenian,” “Gujarati,” or
“Chinese,” carry us high up the tree and into the present day.
This forking tree motif—where certain writing systems simply
die out in some kind of seemingly natural selection—recurs
throughout the museum’s galleries. Between the Tower of
Babel and the Alphabet Tree, a large wall graphic assures
visitors: “About 750 million are still waiting for... the Word.”
The history charted by the museum will be familiar to
anyone who's taken an introductory typography class. It begins
with models of cuneiform tablets and Egyptian hieroglyphics,
which slowly lead into alphabets by the North Semitic, the
Phoenicians, the early- and classical-Greeks, the Etruscans,
and then the Modern Roman characters we read in the west
today, with significant attention paid to the technologies that
made such writing and printing possible. The museum also
features rooms dedicated to the development of Cyrillic, Ara-
maic, Arabic, Hebrew, Thai, Vietnamese, Korean, Japanese,
Chinese, Cherokee, and Indic writing systems. Each room
communicates a profound fascination with—a love for—lan-
guages of the world; a love troubled by SIL’s insistence that the
Christian God is the “supreme authority in all matters of belief
and practice."The curators are careful to highlight consequen-
tial figures in the history of Bible production: Ulfilas, the Visig-
oth Bible translator who developed the Gothic alphabet; Alcuin
of York, the English scholar who devised writing standards for

Bible scribes; Mesrop Mashtots, who designed the Armenian
alphabet to strengthen national identity through Bible transla-
tion; and Johannes Gutenberg, whose innovations produced the
first printed Bible. SIL clearly sees itself as a spiritual succes-
sor to these figures. Future histories might list Townsend as a
person of comparable typographic influence.

Some of the Bibles on display in a nearby building were
just published by Wycliffe Bible Translators in the previous
year, featuring scriptures newly translated into Tegbo (Ghana),
Nali and Ura (Papua New Guinea), Hawaiian Pidgin, and
others. They represent the end-stage results of a focused global
strategy. In 1999, WBT adopted a plan to initiate a Bible transla-
tion project “in every language community that needs it” by the
year 2025, which was largely reliant on field research databas-
es and operational tools then being developed by its sibling
organization.Over the subsequent two decades, SIL's Language
Technology team and Vernacular Media Services unit (now
called SIL International Media Services) have expanded their
information technology resources to include audio and video
production, media literacy, mobile app development for Biblical
storytelling, and of course its now quite formidable catalogue of
open source typographic software. Given its broad linguistics
expertise, field work capacity and global reach, UNESCO had
granted SIL official Consultative Status in 1992, and the Open
Font License itself grew out of SIL's consulting role on the
2003 UNESCO “Initiative B@bel,” which provided research
support on rendering multiple character sets across different
web browsers. SIL's evaluation of the technical and intellectual
property issues at stake highlighted the need for a better legal
framework to attend new font designs as they moved between
operating systems and display codes, and were variously
forked, modified, and embedded. SIL today is a leading organi-
zation of font technologists, and even advises the Unicode
consortium, which maintains encoding standards for text
processing software, on the entry of new glyphs and charac-
ters. SIL is a unique case study in how our textual ecosystem
itself encodes histories of American political intervention, and
the religious motivations and linguistic dispossession that
accompany neoliberal development. If SIL's first sixty years. ..
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Grotesque No. 3 Condensed Bold

Across the street from the JAARS offices sits the campus’s
most public-facing entity, the Museum of the Alphabet, a
modest, densely-packed, one-story building dedicated to
world alphabetical history as observed by SIL employees
over eight decades. Its dozen-or-so rooms feature artifacts
and books from Townsend’s travels, but are mostly filled
with homespun models, hand-painted dioramas, text
panels, murals, and infographics portraying alphabetic
writing from around the world. Upon entering the lobby,
visitors are immediately flanked by a welded sheet metal
sculpture of the Tower of Babel, and a human-sized, wood-
en “Alphabet Tree” illustrating some of the innumerable
forks that writing systems have taken throughout human
civilization. Branches labelled “Linear B” or “Mixtec Aztec”
abruptly end not far above the ground, while others marked
“Modern Roman,” “Armenian,” “Gujarati,” or “Chinese,”
carry us high up the tree and into the present day. This
forking tree motif—where certain writing systems simply
die out in some kind of seemingly natural selection—recurs
throughout the museum’s galleries. Between the Tower of
Babel and the Alphabet Tree, a large wall graphic assures
visitors: “About 750 million are still waiting for... the Word."
The history charted by the museum will be familiar
to anyone who's taken an introductory typography class. It
begins with models of cuneiform tablets and Egyptian
hieroglyphics, which slowly lead into alphabets by the
North Semitic, the Phoenicians, the early- and classi-
cal-Greeks, the Etruscans, and then the Modern Roman
characters we read in the west today, with significant
attention paid to the technologies that made such writing
and printing possible. The museum also features rooms
dedicated to the development of Cyrillic, Aramaic, Arabic,
Hebrew, Thai, Vietnamese, Korean, Japanese, Chinese,
Cherokee, and Indic writing systems. Each room communi-
cates a profound fascination with—a love for—languages of
the world; a love troubled by SIL's insistence that the
Christian God is the “supreme authority in all matters of
belief and practice."The curators are careful to highlight
consequential figures in the history of Bible production:

Ulfilas, the Visigoth Bible translator who developed the
Gothic alphabet; Alcuin of York, the English scholar who
devised writing standards for Bible scribes; Mesrop Mash-
tots, who designed the Armenian alphabet to strengthen
national identity through Bible translation; and Johannes
Gutenberg, whose innovations produced the first printed
Bible. SIL clearly sees itself as a spiritual successor to these
figures. Future histories might list Townsend as a person of
comparable typographic influence.

Some of the Bibles on display in a nearby building
were just published by Wycliffe Bible Translators in the
previous year, featuring scriptures newly translated into
Tegbo (Ghana), Nali and Ura (Papua New Guinea), Hawaiian
Pidgin, and others. They represent the end-stage results of
afocused global strategy. In 1999, WBT adopted a plan to
initiate a Bible translation project “in every language
community that needs it” by the year 2025, which was
largely reliant on field research databases and operational
tools then being developed by its sibling organization.Over
the subsequent two decades, SIL's Language Technology
team and Vernacular Media Services unit (now called SIL
International Media Services) have expanded their infor-
mation technology resources to include audio and video
production, media literacy, mobile app development for
Biblical storytelling, and of course its now quite formidable
catalogue of open source typographic software. Given its
broad linguistics expertise, field work capacity and global
reach, UNESCO had granted SIL official Consultative Status
in 1992, and the Open Font License itself grew out of SiL’s
consulting role on the 2003 UNESCO “Initiative B@bel,”
which provided research support on rendering multiple
character sets across different web browsers. SIL's evalua-
tion of the technical and intellectual property issues at
stake highlighted the need for a better legal framework to
attend new font designs as they moved between operating
systems and display codes, and were variously forked,
modified, and embedded. SIL today is a leading organization
of font technologists, and even advises the Unicode con-
sortium, which maintains encoding standards for text...
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Interlace Grid Even and Interlace Grid Odd
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Interlace

A man asks us in the park:

“In what two instances does life guarantee
you see your name in all caps, alone?”

He smiled and answered

“On your State ID
And then again on your tombstone”

Interlace Vertical

A man asks us in the park:

“In what two instances does life guarantee
you see your name in all caps, alone?"”

He smiled and answered

“On your State 1D

And then again on your tombstone”
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Interlace Grid

A man asks us in the park:

“In what two instances does life guarantee
you see your name in all caps, alone?”

He smiled and answered

“On your State ID

And then again on your tombstone”
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2017-21 Initially drawn for Nina Stoessinger’s “Letterform” course at the Yale School of Art in 2016.
Bold weight commissioned by Folker Gorter for Cargo/Printed Matter Art Book Fairs in 2019.
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On November 18,1993, the Barbadian poet, literary
critic, and historian Kamau Brathwaite met with
American poet and editor Nathaniel Mackey for a
public discussion at Poet’s House in New York City.
The pair had been friends and colleagues for over a
decade, Mackey having published Brathwaite in early
issues of the 1982 poetry magazine Hambone. They
settled in for a lengthy oral survey of Brathwaite’s
work, covering the effect his studies in Ghana and
the UK had on his understanding of Caribbean iden-
tity, the Barbadian spoken tradition which he’d previ-
ously termed “nation language,” his beloved Arriv-
ants and Ancestors poetry trilogies, and his move to
the United States in 1991 for a professorship in Com-
parative Literature at NYU. This talk with Mackey—
Brathwaite’s first public event in New York—occurred
five years into a radical shift in his writing method,
one that would redefine his relationship to his com-
puter’s word processor.

Six years after the Poet’s House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcrip-
tion of the discussion, expanding the hour-long
conversation into a sprawling, heavily-annotated,
visual history of his work—a now-essential key to
following the poet’s writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one’s desk, revealing
text spreads that change significantly as one pages
through it. The original substance of the conversa-
tion is typeset in Courier in squarish, fully-justified
text blocks, which Brathwaite often interrupts with
in-line, bracketed citations at a smaller point size.
Longer annotations are signaled by narrowed,
right-shifted columns, vertical lines running the
length of the left side of the text block, dou-
ble-stroked frames (sometimes multiple framed texts

on a single page), and sudden, significant changes in
typeface and point size. The typefaces would have
been available in 1990s Apple word processors and
design software: Chancery, Times New Roman,
Antique Olive, Avant Garde Gothic, Stop, Century
Schoolbook, Latin, Arial, and New York, to name a
few. Brathwaite bitmapped some of these types
almost beyond recognition by printing them with his
Apple StyleWriter printer, which necessitated the
use of photo-offset printing to faithfully reproduce
his typesetting for publication. These arrays of black
pixels are in formal conversation with the pictograph-
ic glyphs from the dingbats typeface Cairo, as well as
Brathwaite’s own pixel drawings. His signature use
of deliberate misspelling and double entendre occur
throughout the conversation and annotations, which
reference excerpts from his own poetry as well as the
words of Caribbean luminaries such as Derek Wal-
cott, Walter Rodney, Bob Marley, C. L. R. James,
Frantz Fanon, and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris “Zea
Mexican” Brathwaite to cancer. Two years later,
Hurricane Gilbert triggered a mudslide that de-
stroyed his home, library, and personal archive in
Irish Town, Jamaica. And one stormy night in 1990,
three men broke into his Kingston flat and bound,
gagged, and robbed him. One of the men put a gun
to Brathwaite’s head. The weapon either malfunc-
tioned or was not loaded, but he heard the click of
the trigger, an event he later described as a kind of
murder by “ghost bullet.” Now regarding himself as
someone who “was dead but had not died,” he
began to transcribe a series of dreams—intending to
restore or reinvent his psyche—in this new video
style. This writing would be collected under the . ..
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On November 18, 1993, the Barbadian poet, liter-
ary critic, and historian Kamau Brathwaite met
with American poet and editor Nathaniel Mackey
for a public discussion at Poet’s House in New
York City. The pair had been friends and col-
leagues for over a decade, Mackey having pub-
lished Brathwaite in early issues of the 1982 poetry
magazine Hambone. They settled in for a lengthy
oral survey of Brathwaite’s work, covering the
effect his studies in Ghana and the UK had on his
understanding of Caribbean identity, the Barbadi-
an spoken tradition which he’d previously termed
“nation language,” his beloved Arrivants and An-
cestors poetry trilogies, and his move to the Unit-
ed States in 1991 for a professorship in Compara-
tive Literature at NYU. This talk with Mackey—
Brathwaite’s first public event in New York—oc-
curred five years into a radical shift in his writing
method, one that would redefine his relationship
to his computer’s word processor.

Six years after the Poet’s House event,
Brathwaite worked with We Press and the journal
XCP: Cross-Cultural Poetics to publish a transcrip-
tion of the discussion, expanding the hour-long
conversation into a sprawling, heavily-annotated,
visual history of his work—a now-essential key to
following the poet’s writing and influences.

The book, conVERSations with Nathaniel
Mackey, has a large trim-size for a poetry volume,
measuring 8.5 x 11 inches. Its soft cover and 320
pages allow it to flop open on one’s desk, revealing
text spreads that change significantly as one pag-
es through it. The original substance of the con-
versation is typeset in Courier in squarish, ful-
ly-justified text blocks, which Brathwaite often
interrupts with in-line, bracketed citations at a
smaller point size. Longer annotations are signaled
by narrowed, right-shifted columns, vertical lines
running the length of the left side of the text block,

double-stroked frames (sometimes multiple
framed texts on a single page), and sudden, signif-
icant changes in typeface and point size. The
typefaces would have been available in 1990s
Apple word processors and design software:
Chancery, Times New Roman, Antique Olive,
Avant Garde Gothic, Stop, Century Schoolbook,
Latin, Arial, and New York, to name a few.
Brathwaite bitmapped some of these types almost
beyond recognition by printing them with his
Apple StyleWriter printer, which necessitated the
use of photo-offset printing to faithfully reproduce
his typesetting for publication. These arrays of
black pixels are in formal conversation with the
pictographic glyphs from the dingbats typeface
Cairo, as well as Brathwaite’s own pixel drawings.
His signature use of deliberate misspelling and
double entendre occur throughout the conversa-
tion and annotations, which reference excerpts
from his own poetry as well as the words of Carib-
bean luminaries such as Derek Walcott, Walter
Rodney, Bob Marley, C. L. R. James, Frantz Fanon,
and Sylvia Wynter.

The typographies in conVERSations are an
exemplary specimen of what Brathwaite called his
“Sycorax video style,” a “new pathway” his poetry
took after enduring three traumatic events in the
previous decade. In 1986, he lost his wife Doris
“Zea Mexican” Brathwaite to cancer. Two years
later, Hurricane Gilbert triggered a mudslide that
destroyed his home, library, and personal archive
in Irish Town, Jamaica. And one stormy night in
1990, three men broke into his Kingston flat and
bound, gagged, and robbed him. One of the men
put a gun to Brathwaite’s head. The weapon either
malfunctioned or was not loaded, but he heard the
click of the trigger, an event he later described as
a kind of murder by “ghost bullet.” Now regarding
himself as someone who “was dead but had . ..
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Uneducated in the field of linguistics, he was initially frus-
trated with his attempts to grasp the Kagchikel language
through an English lens. His first breakthrough came from
studying the work of Edward Sapir, the University of Chica-
go linguist who theorized that a language’s structure could
not be learned without first trying to understand how a
culture’s perspective differed from one’s own. Townsend
abandoned his comparative linguistics for a “descriptive”
approach, one acknowledging that each language has its
own pattern independent of the Latin mold.[9] He came to
recognize Kaqchikel as a complex language that could
embed time, place, number of subjects, or even different
kinds of actions into a single verb. After a year of study, he
enlisted a Kagchikel Mayan to help him translate the Gospel
of Mark. According to Townsend’s biographers, the mayor of
Antigua initially protested when he learned of Townsend’s
activities: "We're trying to get rid of the Indian languages.
We want everyone to speak Spanishl” Townsend was aware
of the discrimination against Guatemala’s indigenous people
by Spanish-speaking ladinos, and believed that a New
Testament in both Kagchikel and Spanish would allow them
to more easily assimilate into western custom by first en-
countering Christianity in their own language. “The key to
Indian education is the mother tongue, the language of the
soul,” he wrote. "Help them learn to read their language and
become proud of it and their heritage. Give them the Bible
to set them free from vice and superstition.... Once they
have dignity, spiritual freedom, and self-assurance, they can
move into the Spanish-speaking world as equals with the
ladinos.”[10] With support from American mission agencies
and a growing cadre of interested Christian linguists,
Townsend spent the following decade completing the
Kagchikel translation of the entire New Testament. The
manuscript was sent to the American Bible Society for
printing in 1929, and the books reached Guatemala in 1931,

In the early 1930s, Guatemala’s economy was based
on plantation agriculture: indigenous peasants worked on
coffee or fruit fincas for little pay. The railroad infrastructure
was owned by the United States, and the United Fruit

Company controlled most fruit production. This extremely
profitable, neocolonial order was maintained by Jorge
Ubico’s military dictatorship from 1931-44. While the litera-
cy rate among the ladinos had reached 30%, the indige-
nous populations oscillated between Tand 10%. Ubico, like
Townsend, saw conversion to Christianity as an effective
means to stave off communist organizing, and to more
thoroughly integrate indigenous populations into a national
economy increasingly oriented toward the North American
market. When the Kaqgchikel Bibles arrived, Townsend made
sure the first one out of the box went not to the Kagchikel
people but into the hands of Ubico, who asked Townsend
to do the same for the Kekchi Maya.[12] Townsend would
later go on to fictionalize his experiences in Guatemala, with
some anti-communist embellishments, in his novel Tolo,
The Volcano’s Son, which concludes with a Mayan Bible
translation assistant foiling a Bolshevik-backed workers’
revolution.[13] In Townsend’s evangelical telling of the Christ
narrative, material poverty is a symptom of a long-running
spiritual debt rather than an economic necessity enforced
by a ruling class.

Townsend’s success in Guatemala attracted the
attention of Mexican education reformer Moises Saenz, who
invited the missionaries to continue their Good Work in
Mexico. With blessings from the Dallas Theological Semi-
nary, the “Old Fashion Revival Hour” broadcast, and Chica-
go’s Moody Bible Institute, Townsend organized the Sum-
mer Training Camp for Prospective Bible Translators in 1934,
which connected his linguistic collaborators with students
from American Bible colleges, who would now be spending
their summers doing translation work in Mexico and Guate-
mala. Describing the project to the Central American Mis-
sion in Dallas, Townsend wrote: "We will enter Mexico as
linguists rather than as missionaries. The Indian languages
must be learned and the New Testament translated into
them. It matters not to us whether we be classified as
missionaries or ditchdiggers if we be given a chance to labor
toward that end.” The participants christened their interna-
tional project the Summer Institute of Linguistics. ™. ...
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TCA

In T7hAe early 1930s, SUatemala’'s economy was based on plantatrion agricul-
TJrel indiJeEnods peasants worked on Coffee or FrUuiT fincas for litTrle
the railroad infrastrucTure was ouned bg the United S rares, and thAe United
Fruit [ompany controlled most Fruit producrion, Tthis earremely profitable,
neocolonial order was maintained by Jdorge Ubico's military dicratrorship
fFrom 1937-44, While the literacy rate anong the ladines had reached 307,
the indigenods popularions oscillated berween 7 and 104, Ubice, like
Tounsend, saw Conversion 10 [Aristianity as an EffECTIVE mEANS T0 sSTave oFF
COMPUNTST orJanizing, and 70 more thorodghly integrate indigenous popdla-
Tions Iinte & national economy increasingly oriented toward the Morth Brmeri-
con marker, When the Kaqchikel Bibles arrived, Townsend made sJure the First
NE od7 of the boA went not 70 The Kaqachikel people bUutr into 7he Aands of
bico, who asked townsend 1o do 7he same For the Kekahi Piaya, Townsend would
ATEP Jo on To fictionalize his EAPEFrTENnCES In SUATERAlA, with SOME an-
oamunistT embellishments, in his novel tolo, The Oolcano’'s Hon, which
Wides with & Piayan Bible translation assistant foiling a Bolshe~
~backed workers’ revoldrion,In Townsend's Ebmn5E1|CM1 TeElling of the
[hrist narrative, saterial poverty s & symptom of a long-ruUnning spiritual
debt rather Than an economic neECeEssTTY eEnforced by a rUling <lass,
Townsend 's suUCCESS in uumTCﬁmlm arrractred TAE arrention of PEAican edu-
carion reformer Pioises Haenz, who invited ThAEe missionaries 70 <oONnTinJe
their & Work in Pieaico, With blessings from the Dallas Ttheological Jemi-
nary, the “old Fashion Revival Bour” broadcast, and [Aicagoe’'s Pioody Bible
InsTiTdTe, Townsend orJanized TAe JUmmeEr Training [amp for Prospecrive Bi-
Ble Translatrors in 1934, which connecred Ais linguistic <collaborators with
sTudents from Bmerican Bible colleges, whoe wodld now be spending Their sUm-
meErs doing translation work in Pieaico and Suatemnala, Rescribing The projecrt
ifssion in Pallas, Townsend wrote! “"We will enter
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to the [entral Bmerican
PlEATCce as lingudists rather Than as missionaries, Tthe Indian languages must
be learned and ThAe New Testament translated inte TAER, I7 AATTEFS NOT 10 S
be classified as missionaries or diTchdiggers if we be Jiven a
chance 1o labor touard thatr end,” The partricipants <christened their
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TCA

iN tHE EPRCY 19305, SURTEPPRCR'S E[oNoPY WBS BRSER oN PCRNIRTIoN BGRI[UC-
tURE: INRIGENoUS PERSPNTS WoRKER oM [oFFEE oh FRUEIT FIN[BY Fok CITTCE PRY,
tHE RPICAoP2 INFABSARULTURE WRS oWNER BY 1HE UNICER 51PTES, PN tHE UNIAEDR
FRUZT [oPPBNY [oNtRoCCER Piobt FRUIT PRoRULTISN, 1HIS EXTREMECY PRoFIABBLE,
NEo[oCoNIBC oRRER WRS PRINTRINER BY JoRGE UBI[o'S MICITPAY RI[1PtoRSRIP
FRoPi 1937-44, WHIZE THE CITERBLY RPTE PPoNG THE (PRINSS HP2 RERB[HER 307,
tHE INREIGENoUS PoPUCBYIoNS o5[ICCRTER BEAWEEN 1 BNR 10%, UBE[so, CEKE
TONNSEND, SPW [oMOERSIoN 1o [HAISTIBNITY BS BN EFFE[TIOE PEBNS 1o 54BOE oFF
[oPPUNTSt oRERNIZING, BNR to PoRE tHoRoUSHECY INTESARTE INRIGENOUS PopUCP-
tioNS INto B MBTIoMPC E[oMoPY IN[REPSINGCY oREIEMTER toWPRR tHE MokthE PPERE-
[BN PBRKET, WHEN tHE KPO[RIKEC BIBCES PRRIOER, toWNSEND PRRE SURE tHE FIR5%
ONE ot oF THE BoX WENT Mot to tHE KBO[RIKEC PEoPCE BUT INto tHE EPNRS oF
UBi[o, WHo BSKER ToWNSENR to o tHE SPME Foh tHE KEK[EI PBYR, toWNSENR WollR
(BTEN Go oM to FI[tEioMPCIZE Bi% EXPEREENM[ES TN SUPTEPPCP, WitE 5oME BM-
tT~[oPPUNTST EMBECCISHEMENTS, IN B NoOEC tolo, tHE Ool[BNo'5 5o, WRILH
[ON[CURES Witk B PBYBN BIBLE TRBNSCPBYIoN BS5I54PBNT FoIlING B BolShE-
OTK-BRLKER WoRKERS ' REOoCUTToN, TN ToWNSEND'S EORNGECI[RC TECCING oF 4RE
[ERI5T NPRARBAIOE, PBTERIBC PoOERTY I5 B SYPPtoP ofF B CoNG-RUNNING SPIRITURC
PEBT RBYHER tHBN BN E[oMoME[ NE[ES531Y ENMFoR[ER BY B RUCING [¢B5S,

tONNSENR'S SULLESS IN GURTEPBCE BAYtRBLAER tHE BAYTENTIoN oF PEXI[BN ERU-
[B1IoN REFoRPER PioISES SPENZ, Who INOTAER tHE PIS5IoNPRIES to [oMTINUE
tHEIRN Gool WokK IN PMEXI[o, Witk BCESSINGS FRoP tRE BBCLPS tHEoCoGE[BC SEME-
NBRY, tHE “o¢? FBSREIoN REQIOBC HoUR® BRoPR[LP5T, BNR [HI[BGs'5 PiookY BIBCE
INSTETUTE, ToWNSEND oRGBNIZER AHE SUPPER TRPBINING [PPP Foh PROSPE[TIOE Bi-
BCE TRBNSCPYoRS BN 1934, WREI[E [oMME[TER HI5 CINGUISTI[ [oC(PBohBtohS Witk
SAURENTS FRoPi BMERI[BN BIBLE [oCCEGES, Who WolldR MoW BE SPENRENG THEIR SUM-
MERS RoING TABNSCRtIoN WokK TN PEXI[o PNR GURBTEPBCE, RES[RIBING tHE PRoJEL®
to YHE [ENTRB¢ BMERI[BN MI5S5ToN IN BRCCPS, ToWNSEND WRoTE: “WE WIcc ENTER
MEXI[o B5 ¢INGUISTS RPTHER THBN BY MISSIoNPRIES . THE INRIPN (PNGURGES PUSY
BE CEPRNER BNR tHE NEW TESAPPENT TRBNSCBTER INto tREP, It PBTTERS Not to U5
WHETHER WE BE [¢PSSIFIER BS MISSIoNPRIES ok RIA[HRISGERS IF WE BE GIOEN B
[EBN[E 1o (BBoR toWPAR tHBt END,“ tHE PBRTI[IPBNS [HRISTENER tHEIR
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In the earty 19305, Guatemaia’s soonomy wWas hased on miantation agrioulture:
ind g peasants worked on woffee or fruit fincas for tittie o
raitroad nfrastructure was owned by the United States, and the Qn;fgi Froioit
oroduwstion., This extremety profitaibie, neosoto-

Company zontrotied most fruit
niat order was maintained by Jorge Ubizo’s m§1;fary A&ﬁfaforshiy f{om 1931~
44, White the titeracy rate among the tadinos had reazhed 30%, the indigenous
...... ttations ossaitiated between 1 and 10x. Ubizo, btike Town&gnJ; AW TOoNVer-—
sion to Christianity as an effestive means to stave off zcommunist organizaing,
and to more thorou integrate indig itations 1nto a nationatl ewon-
bty oriented toward the North =merican market. When the

stes arraved, Townsend made sure the first one out of the hox

1o, wWho aszked

N oL

omy inNoreasal
xagohiket B
wWwent not to the xaguohikel peopile but into the hands of Uk
owWwnzend to do the same for the Nekohy Maga. Townsend wouttd tater
fiotionatize his experienses an Guatemata, wWith some anti-sommuinist embel-
tishments, «n his noveir Toto, The Voizano’ s Son, which zonziudes with a Magan
te transiation assistant foiting a Hoilshevik-basked workers® revoiution,
TowWwnsend s evangetizal tetiing of the Christ narrative, materiat poverty
is a symptom of a tong rituat debt rather than an sconomi«
necessity enforoed by a ruting octass.
oWwnsend”’s sess an Guatemata attrasted the attention of Mexioan edusa-

tion reformer Moises Saenz, who invited the missionaries to Zontinue their
Good Work n Mexizo. With bilessings from the @ai%a“ Theotogizat Seminary, the
&ié Fashion Eevival Hour™ bhroadsast, and Chicago’s Moody Hibie Institute,
anized the Summer Training Camp for Prospeotive Hible Transtators
is5tin cottaborators With students from
send i ng fh@&{ summers doing trans-
2t to the Centrat

Zo on to

“oWNsend or
N 1924, Whioh sonnested his btaing
5, Who Woitltd now bhe

“merasoan Hible cotl ,
ration work in Mexizo and Guatemata. Desoribin
Zmeraoan Mission an aai%a@; TowWwnzend wWrote: ¥ie “'ﬂx enter Mexizo as tin-
mbists rather than as missionaries. e Indian tangu s muist be ltearned and
the New Testament transtated into them., I+ matters not to us whether we be
s +f wWe be Tiven a chance to ...
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Tile Spacer Mono

IN “HE E ELY 19 305, GUATEM=L="S ECONOMY W=S %“SE@'@N PL& “GETCULTUEE:
= M,EQ &N COFFEE 8F FEUIT FINC=S FEE I ?ﬁYg‘?HE
UCTUEE WesS By NE@ BEY THE iENI’Tﬁ?E@ ST=TES, = NE») THE UNITE® FEUIT

G_LLga M&ST F zz" 9%@@UC$I@N THIS EX ToELE, NEDCHLO-

a YICTETORSHIP FEOM 1931-
TE AMONG THE LERTINGS Hu_ EESCHES 30%, THE IN®TGENOUS
: 5) VEEN 1 2N® 10x. UBIC®, LINE TOWNSEND, S&W CONVEER-
STON T 55 AN EFFECTIVE ME&NS T0 S?“VE OFF COMMUNIST PRGENIZ
' 4 ONSETION=L ECOHN-
WHEN THE
NE UT 8F THE B&X
BUT WHO ZSKED
. THE NENCHI MoYe. “u%msgwa g&zLa LJ“E GO &N TO
FIC“IVN JETEMELS, WITH SOME ANTI-COMMUNIST EMEEL-
LISHMEN?S > TOLY, THE VOLCAND'S SON, WHICH cuwcpzags WITH & MEYsaw
. : JLCNER) WOENEES® EEVELUTION.
vg METERISL POVERTY
------------ =N ECENSMIC

IS ﬁ
NECESSI“Y ENF? CE@ |

“&amsgwa S SECCESS IN GL““EMﬁLﬂ - SCTE® THE STTENTION OF MEXIC ----- N 5@? -
"I@N EF@ ...... MEE MBISES S ----- EN? WHE INVIi.a THE MISSX@NHM

IN 19 ; ?HICH CuNNEC"E@ HIS LING{IS“IC C&LLﬂmui Tor
------ “MEE ICmN %I ILE COLLEGES, WH® WoUL® NOW BE SDENQING "HEI
ExoIn MEXICE = N@ GUATEM=L=, QESC TEING THE Pl
IN a ----- LLE "GXNSEN@ WHETE: "WE ?ILL EN*E“ MEXICQ -----
SN =EIES. THE IN@I ----------- “NGU=GES MUST BE LE““NE@ ------
NSL*“E@ INTE THEM. IT M” 55 NOT T8 US WHETHE!
aI“CH@IG(E S IF WE BE GIVEN = CH=NCE “@

MHE NE‘Q TE SM"-'---MEN“ :
""" =“SSIF IE@ 28 MISSIONGE
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Consddor +hoe pones that the Amordcan=Ironch F4lmmaker

Michel Audor

to thi projuc Hoe took o sorics of digi-
tal o snag !

thoem hoere a8 4F thoy wers opon L oaroeund on o

ubicquitous Ay Fraome toells

gnds and drop=shadows

From

7
includoed to
PMaclkook Fro v all ot soms

point triocd

hoto-

montags, Lt ueh montags arrosted 4

print. A Foemole shoulder mos o omals terso, o collapsod woman

lis on top sar s twdeoo o 4n the o sami rooem,

a0 §hin owmtond woman 4§ kidsootod
Some of thio

prociess Anks howve boon swoppod with Fluorssconts such

A Foew contributions lator, the Dutch artist Joks Koboord prosonts

40
somi of hor Formidable coelluoction of loeoss pagos From Foshi

mognzinegs, dntreducod an gwesrpt From Roland MBarthos s

.

on thi wardous wauys that articles of clething rolats to ons

-

another, Rather than the largse, Full-coler 4magos woiive coms to

& in this book, Robaard< s magazing pagss ars arrangsed 4n o

grid on o pluwood studie Fleoor, photogrua by osomoens standing
on o takls, and printod 4n graygscals, Ovoer odght sproads, wi

around the Flooer to capturs sach maga-s
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Spare Change Mono

CONSIDER THE TWENTY PACES THAT THE AMERICAN-FRENCH FILMAILER
MICHEL AUDEBR SUBMITTED TO THE FROJECT, HE TO9K A SERISE OF DICI-
TAZ SNAPSHOTS OF THREE BACH,ETSIS PERFORMANCES, AND HAS ARRANGCED
THEM HERE AS IF THEY WERE 9reN IMAGE FILes MOVED ARSUND 9N A
COMPUTER DESTOF, THE URIEUITOUS APFLE PREVIEW IMACE FRAME TELL
US WHERE ONE FRACHENT ENDS AND ANOTHER EECINSG, WITH DROF~SHADOWS
INCZUDED TO SUGCEST THE TOPOGRAPHIC DEFTH Wwe EXPECT FROM A
MACESS FRO, OFENING SNE JPec 9N TOF OF ANSTHER-WE Ve ALe AT SoMe
FOINT TRIED OUT THIS CRUDE METHOD OF PERONAL COMFPUTER FHOTO-
MONTACE, ITi% SOMETHING ELi€ T9 68 $UCH ~@MTQG@ ARREsTED TN
FRINT., A FEMAZE SHOULDER MEETS A MALE TORID, A COLLAPSED WoMAN
£IEs ON TOF OF HERSELF, A PERION er@ﬁmi TWICE IN THE SAME RoeM
A SHIN BXTENDS THE WRONG WAY 9UT OF A xNEeE, A WorAN I BTSECTED
Y THE ¢AME PERION WwHO STANDS JUST BEHIND HER, soMe oF THe
IMACES ¢ PROCESS INKS HAVE REEN SWAPFED WITH FLUORESCENTS SUCH
THAT THEY ¢zow, FUY, AND VIERATE,
A TEW CONTRIKUTIONS ZATER, THE DUTCH ARTIST JOXE ROKAARD PRESENTS
some OF HER FORMIDAELE COLLECTION OF £99%€ PACES FROM FASHION
MACATINES TNTRODUCED Y AN EXCERPT FROM ROLAND EARTHES 'S WRITING
ON THE VARISUS WAYS THAT ARTICLE: OF CATHING REZATE TH oNE
ANOTHER, RATHER THAN THE zARGCE, FULL-COLOR IMAGES weive Come T9
EXPFECT IN THIS 199¢, ROBAARD S MACATINE PACES ARE ARRANGED IN A
CRID ON A PEYWDOD STUDIO FLO9R, PHOTOCRAPHED kY soMEoNe STANDING
ON A TAELE, AND PRINTED IN CRAYSCALE, OVER EICHT SFREADS, We
66 THE FHOTOCRAFHER PAN AROUND THE FLO9R TO CAFTURE BACH MAGA-
CINE PAGCE, WE READ THIS A% A XIND OF ANIMATION,
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