AN INTRODUCTION TO

The Space of Books

THIS IS AN OUTLINE FOR A CONVERSATION ASSEMBLED BY
ROBERT BAXTER FOR “TV TIME,” ORGANIZED BY TRISTAN
WALKER AND VLANKA CATALAN--6/25/21.

THIS IS VERY MUCH AN INCOMPLETE AND SPORADIC
ASSORTMENT OF FRAGMENTS OF BOOK THEORY—-NOT A
COMPREHENSIVE SURVEY BY ANY MEANS. EMPHASIS HAS BEEN
PLACED ON INSTANCES WHERE THE IDEA OF ‘SPACE’
INTERSECTS THE IDEA OF ‘BOOK.’

LECTURE

What Is a Book?

[ZOOM MEETING ON FRIDAY 6/25] [RECORDING] [CHAT]



A book is a sequence of spaces,

Each of these spaces is petceived at a different moment
- 2 book is also a sequence of moments.

Ulises Carrién in “The New Art of Making Books”

(1975). Included in Second Thoughts.

For starters we're going to abstract what we think of when we think of books — under the
guidance of Ulises Carrion. To begin with we'll start with the basics: our standard book,
formally, is usually a collection of pages bound together into an object — each page
contains a fragment of the “text” or the narrative that the book holds within it.

An exploded view of the anatomy of a book, from the
cover of How to Book from Small Editions.

Books are also self-contained spaces (we’ll challenge this definition a little later on
too) — unlike other forms of media, books contain all the information, instruction, and

tools needed to read or consume them. They contain both information and the entire

experience of accessing that information. All of this is embedded within a dense,
portable, durable, and cheap-to-produce artifact.


https://monoskop.org/images/4/4e/Carrion_Ulises_Second_Thoughts.pdf
http://shop.smalleditions.nyc/product/how-to-book

Even without getting into the more experimental book forms, there is incredible variety in
books, both in terms of shape, material, and size, but also in terms of the kinds of
information present in books — it's a whole vast subset of visual and textual literature.

Important limitations of this medium though:

A. Fragmentation — You cannot see all of what a book contains at once, its
contents are broken across multiple surfaces, which can only be viewed a few at
a time. Unlike a painting the gestalt of a book as an elusive property because ...

B. Duration — ... Books are read over a period of time, they are not instantaneous
experiences. What's more, the duration of a book is individual, it's bound up in
the individual act of reading by the individual reader.

A Brief History of the Book

A little tidbit on how we got to what we think of as a book in the here and now — at least
technologically. Obviously a missing part of this story is the long history of the
development of writing, which is inherently tied to the history of the book.
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2040 BCE, Mesopotamia, Sumerian cuneiform 1961-1917 BCE, Egypt, hieratic script on
tablet (receipt for oxen + sheep). papyrus fragment (business letter).



Paris Codex

Mayan,
(ritual documentation).

Yucatan,

1450 CE,
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China, Bi Sheng

movable type (replica).

1041-1048 CE,

._ jisaas
il
n_m
f«._ 5
HitH

as

Ay
Wi B _.ﬂ_“_ i
i Mmen.“ e .__

- 1:; E

e

Mezzotint + image

Holland,
reproduction (Ars Pictoria).

1650 CE,

C.

, Germany, Gutenberg's metal
movable type (42 line bible

1450 CE

).
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1916 CE, Mimeograph (early C. 1956-1960 CE, Phototypesetting (font
stencil duplicator). matrix for Helvetica).

C. 2006 CE, Espresso Book Machine (print-on-demand).

The Space inside Text

Space is also a critical part of the text itself too. Not only is whitespace essential for
readability (consider word spacing, margins, paragraph breaks, etc.) but it actually alters
the meaning and interpretation of the text for the reader too. In terms of typography, the
unprinted area is a necessary counterpoint to the printed letterforms: text is made of the
relationship between these positive and negative spaces (this relationship is referred to
as the “color” of the type).



The physical

space
of the writing begins on the page
with the space on each side of one or more letters

to denote a

word.

The progression of structure continues with the space of several
words as a unit delineated by a comma, or a semi-colon; it may
be marked by a period. What about a question mark? The space
might end with an exclamation mark!

Text is defined by
space.

A passage from Keith A. Smith’'s Text in the Book
Format. Explorations of this kind frequently show up
in poetry, particularly in concrete poetry.



32 Word picturs
32 Color
Whoreas in guest Horm the - i =

COMES into play only in exceptional crcumstanees,

{uestions of coler can nevar bo discussed except in reciprocal terms;

nal wililten in color autematicalty mixe: i i

Writing which is actually black never Poo?sb«lnci ARt S o vl
Bt Blonds with the white of tha paper to a gray:

the lighter the witling ihe more the ground dominates,

L. the lighter the gray effect - and vica versa, .

Wihat is written can be black. or blus, or brown,
but brovwn on what? The answer is erycial for the word picture.

Thi examples on this page are nitural proads of an aptical law:
the different grounds make th Brown of the writing
14l look diffarent - although it is the Same in eviry case.

= broken writing on & colored ground

oz

—————
Broken wiing on & broken ground:

Broken writing on & neuiral ground:

Exprossion
58 play

inplay with double meanings
the letter becomes an ambiguous sign, ag in the chronogram:

CHRISTVS DUX ERGO TRIVMPHVS

Allthe lattérs which are avthe same time Roman numerals
give, when placed in the proper ordar: MOCXVVIL = 1627,
he year in which Gustavus Adelphus had 3 eoin minted with this inscription,

The twaway link con be found in crossword puzzles.

Or in cryplograms - puzzles with letters,

which, behind their apparent maaning, conceal a second meaning;

this geme was known 1o the Ancient Greeks as an"Bcrostic”:

exampies are found in the Old Testament and others have been described by Cicero.

Teistan Tzasa showed Frangais Villon to be a master of this an *!
I his "Little Tastament” Villon takes leave of his mistiess because she disdaing him.
The name of his mistress - Cathénine = he hid in this fine in
a symmetrical codi:
“qui 31 durement m'a chassie” (who drove me away 50 crueily)

69 83 14275

172

p—

172

SEELENINGENIEUR

= soul anginger
Here tha: word contains the name of the man to whom histony a56aibes thes characteristic
I the fcllowing epsgram the middie line is the twoway link

A f"l’:sstd Fr iend ‘Q rought ;:I cath ‘;ﬁd case fgl‘ld P ain

duciphared gives: A cursed hiend wrought death disease and pain
pp el A blessed friend broug breath and ease again

1972

adeed by Zofikaler, SLGolan

Karl Gerstner's Compendium for Literates: A System of
Writing establishes a typology of printing
variations for typesetting, and theorizes what
effects each may lend to the meaning.



Shaping
the
Page
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Within the page itself, numerous decisions about
space must be made, most prominent among them the
relationship between the text block and the edge of
the paper. This is an illustration of the Van de
Graaf canon, a common page proportion that was used
in early English books.

This particular example comes from Robert
Bringhurst’'s The Elements of Typographic Style, an
essential text for typographers.
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Space doesn’t just exist within the form of the type
but also within the language and ideas of it.
Different sentences and modes of writing lend

different kinds of lyrical space (and time) to the

meaning. This is a passage from Virginia Woolf's To

the Lighthouse, which has been typeset according to
how it might be read aloud.

On Form + Content,
or the Book as a Machine

Books have both form (the physical and visual reality of the object) and content (the
textual or narrative embedded within) — how do these two components relate (and are
they so different)?

A writer, contrary to the popular. opinion, does not
write books.

A writer writes texts.

The fact, that a text is contained in a book, comes
only from the dimensions of such a text; or, in the case
of a series of short texts (poems, for instance), from
their number.



Carridén, again——I’'1ll note that in this treatise he'’s
particularly critical of the book as an “accidental
container of text,” which most books are.

Two versions of 7984——the text as a continuous
line and the first published edition.

Other versions, if we want to expand this, would
include the text as read, the ideas behind the text,
the manuscript, any abridgements or possible
abridgement, all translations, and every printed,
written, or otherwise published edition.



Significantly the book assumes its particular physical format through
its design to accommodate printed linguistic information in a linear form.
Taking the line as a practically impossible continuum, it breaks it up into dis-
crete units of equal length, placing them one above the other in sequence
until a page unit is filled. Similarly the page units are ordered sequentially
and the whole sewn or glued together to form the complete book.

Steve McCafferey + bpNichol in “The Book as Machine”
in Radical Geomancy (1992).



https://smallpressblog.files.wordpress.com/2017/10/bookasmachine.pdf
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| ran out the door,
hoping | had tumed
on the answering ma-
chine. It was almost
five and | wanted to
get this book order in
today's mail,

p2

ﬁ:%-

-__—_—__-_-"h-__
Can't get it started.
Why does it always

do this when I'm in a
hurry?

-—-’-'-'_--___-_"

_ﬁ
—

pA.F’EH ROUTE

pAPER ROUTE
Newspaperiscrammed
into the box as padding.
| remember to include
the invoice this time be-
fore sealing with paper

tape.

r"‘—_—_‘—___

The car is in the
drive. You can see
I'd been on & trip. It
is covered with salt

—

| wipe off the brake
lights for safety with
my coat sleeve. Then
walk up to the mirror

except the two fan- and do the same.
shaped clear spots
on the windshield.
p3 | p4
e ——

"

Funny, | used to was
this car every week,

summer or winter, and
paint the rims & new
coat of white each
March when it warmed
up 1o the 50's.

ps

____ﬁ;:_'g“

T —
There it goes, and so
do |. Backing out the
drive, a car speeding
down the block henks
atme. | have 1o remem-

Sometimes | wonder
why | am my own book
distributor. But it is
Ideal. W‘Dll)lhhing
gives me total control
over the content, and

| never thought I'd
be writing texibooks.
But | can go into detall
so much beter than in
a classroom and reach
more people with my

ber to buy some aspirin -
my time to ; P
tabléts. myself ideas.
pé p7 pa pe
— —————————
r—

Watch out for this
intersection. That is
where you lotalled
your last car,
GreatHonda. .. likenew
with 94,000 miles on
it. Could have kept it a
few more years.
p10

Can't wait until spring.
The heater in this caris
the pits, And | think 'l
repaint my dashboard!
I'm getting tired of biue
green and chartreuse.

p”

ﬁ:ﬁ-‘-

————————|

Seven minutes. Tha
wasn't bad. Rochester
' pretty nice. Even in
fush hour traffic | can
Zipdown.... Damn, This
Zipper on my coat. Ay
Things Considerag win
be on driving home,
pi2

| wonder what people
will think of this new
book? Wonder if | have
explained  itineraries
well? | think that's a very
important concept,
...What about motif?
p13

A simple diagram from Text in the Book Format
(slightly modified) to show the basic flow of the
line through a book.
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FiG. 57. Sheet of duodecimo, or twelves, with two signatures, 16 pages and 8 pages (12° in
8s and 4s, 2 sigs.); see note E, p. 107.

The imposition of pages on a sheet, from A New
Introduction to Bibliography——when the pages are
folded and bound together, the two dimensional space
of the paper becomes a three dimensional volume.

By breaking the line of the narrative into pieces we convert it from one dimension into two
and three dimensions. But each of these breaks introduces some kind of meaning,
however small. Often the work of a typesetter comes down to managing the breaks and
trying to most clearly and coherently fit the text into form — our goal is (usually) not to
make the reader halt, or hesitate at awkward places in the narrative — it’s the feeling of
waiting to turn a page to find out the subject of a dramatic sentence.

‘““A BOOK IS TO MAKE USE OF BOTH SIDES OF A
PIECE OF PAPER, OR INBETWEEN"’

Underlining the above points with a quote from the
Roseprint Detective Club in Art-Rite——a book is not
just what is written on the paper but also the paper
itself and the effect it has materially and
structurally on the reading.



We should take a quick detour into the concept of closure to take a look at what the mind
is doing as it steps across each of these gaps.



ALL OF US PERCEIVE THE
WORLD AS A WHOLE THROUGH
THE EXPERIENCE OF OUR

SENSES.

_—— ———

YET QUR SENSES CAN
ONLY REVEAL A WORLD

THAT 1S FRAGNVIEN TELD

AND NCOMPLETE |

EVEN THE MOST W/DPELY
TRAVELLED MIND CAN ONLY
SEE SO MUCH OF THE WORLD
IN THE COURSE OF A LIFE.

OUR PERCEPTION QF
"REALITY" 1S AN ACT OF
FAIT7H, BASED ON MERE

FRAGMENTS.

AS WEANTS, WE'RE UNABLE
TO COMMIT THAT ACT OF FAITH.
IF WE CAN'T §&E IT, HEAR IT,
SMELL T, TASTE 1T OR TOUCH 1T,

IT ISN'T 7HERES

Peek-A-Boo'

THE GAME PEEFK-A-B00" PLAYS
ON THIS IDEA. GRADUALLY, WE ALL
LEARN THAT EVEN THOUGH THE S/GA T

OF MOMMY COMES AND GOES,

MOMMY RENIAINS.




THIS PHENOMENON OF
OFSERVING 7HE PARTS BUT
FERCEIVING THE VVMOLE
HAS A NVAMIE.

IT'S
CALLED

CLOSURE.

IN AN
INCOMPLETE
WORLD, WE
MUST DPEFPEND
ON CLOSURE
FOR OUR VERY
SURV/IVAL.

CLOSURE CAN TAKE
MANY FORMS. SOME
SIMPLE, SOME COMPLEX.
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WEEN THE
PANELS? THAT'S
WHAT COMICS
AFICIONADOS HAVE
NAMED "7#&
GUTTER"

AND DESPITE
ITS LNCEREMONIOUS
7/7LE, THE GUTTER PLAYS
HOST TO MUCH OF THE MAG/C
AND MY S7ERY THAT ARE
AT THE VERY MEART7
OF comiIcs”

THAT SPACE
&7

HERE N R
THE Z/A18C COF THE \\
GUTTER, HLMAN
SMAGINATION
TAKES TWO SEPARATE
IMAGES AND 7EANS -
FORMS THEM INTO




NOTHING
IS SEEA BETWEEN

THE TWO PANELS, |
BUT EXFER/ENCE
TELLS YOU SOMETHING

MUST BE THERE/!

Peek-A-Boo' Peek-A-Boo!

COMICS PANELS FRACTURE BOTH 7/ME AND SPACE, OFFERING A JAGGED,
S7TACCA70O RHY THM OF LNCONNECTED MOMENTS.

o o || \O/ [
X W

BUT CLOSURE ALLOWS US TO CONVVEC7 THESE MOMENTS
AND MMIENTARLLY CONSTRLUCT & CONTINLOLS, UNIFIED REALITY,

—AE

IF YASLAL v AND SINCE QUR —= THEN, IN A
ICONOGRAFPHY IS DEFINIT/ION OF VERY REAL SENSE,
THE VOCABULARY OF . COMICS HINGES ON comrcs 78
COMICS, CLOSL/RE 1S THE ARKANGEMENT LOSYRES
IS GRAMMAR. OF ELEMENTS-~ A -

ICONOGRAPHY CLOS URE




From Scott McCloud’s Understanding Comics an
incredible introduction to semiotics, perception,
and narrative.

What’s more, there’s something that changes when we have information in a physical
space —it's something that we can navigate in the same way that we navigate
environmental spaces. When we read we learn and predict where things are within the
object itself.

Tristan Walker’'s heavily augmented copy of ZUS's
City of Permanent Temporality. The edge printing is
also used as a navigational tool within the text.






An amazing artists’ book which illustrates this idea
with a bit of its own humor, Ximena Perez Grobet’s
Around the Corner. Printed on the fore edge of the

book is a photograph of the fore edge of a book.



Another project which exposes the dimensionality of
the structure: Tauba Auerbach’s Float.

This extends to the library too — for the library is in fact a huge space which collects all
these other spaces of books.
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This is 40 books, about three feet of shelf space
(it's the pedagogy + media theory shelf from a
former studio space of mine)——and even in this tiny
sampling of texts there is an absurd breadth of
information.

People often marvel at the size of the internet, but
it’s worth sitting in a library for an afternoon and
trying to grasp just how much knowledge and
narrative is stored within.

Lastly, we should talk about how a text is formed in the first place, and the spaces it may
occupy (or create) before it occupies the space of a book. To exemplify this we’ll look at
the history of the creation of one of the most well known reference books of all time, the
Oxford English Dictionary.



The “Scriptorium” of the OED:
before it was a book, it was a room.



Simon Winchester (2003)
describes the system created by an earlier editor, Herbert Coleridge,
who invented a standardised means of organising words through a
system of quotation slips. This was the dictionary’s basis. He also built a
series of pigeon holes for holding the inchoate dictionary:

The arrangement which he [Coleridge] designed was six square
holes high, nine across — giving him a total of 54 pigeon-holes,
with some 260 inches of linear space that were thought sufficient
to hold comfortably between 60,000 and 100,000 of the slips. No
greater number could Coleridge ever imagine having to deal with.
(Winchester 2003, 57)

A rebuilt set was 40 times larger and was still inadequate for the
sprawling work in progress. James Murray called the room (initially in
Mill Hill, London, from 1879 in Oxford) housing this vast assemblage
of pigeon holes, slips and lexicographic effort ‘the Scriptorium’. In a
sense the Scriptorium embodied the OED, known as the New English
Dictionary until 1895. If we can say a book is as much an ‘information
architecture’ (Cope and Phillips 2006) as an object, then the sequence
of stapled slips, scrawled definitions, folders and pigeon holes is such an
information architecture, literally, for the dictionary.

Michael Bhaskar describes the Scriptorium in his
book The Content Machine: Towards a Theory of
Publishing from the Printing Press to the
Digital Network.



BACKFALL e BACTERICIDALLY

THE

THE

COMPACT COMPACT
EDITION EDITION
QFTHE
OXFORD
ENGLISH
DICTIONARY

The OED was also released as “compact” editions,
each of which print multiple pages in miniature and
include a magnifying lens.

Expanding on a Book Shape

Linguistic text is the most common language housed in books, but it is by no means the
only one. Visual, material, tactile, non-symbolic, asemic — these are just a fraction of the
different kinds of languages which live in books. Combinations of these also show up
readily, such as in comics, which make use of both text and image in collaboration.



1. Islanguage the only medium of literature? Or could
an actual piece of paper be such a medium as well, a piece
of paper that the writer is going to cover with black writing?
Or perhaps, for some important reason, the page should be
black and the writing white? This is only a convention that

writers automatically follow.

A bit from “Literature: Appendix to a Dictionary of
Literary Terms” (1999), in which Zenon Faijer
creates an addendum to a pre-existing dictionary,
highlighting the artistic possibilities of language.

Other Languages

48 BOOK I. PROP. XLVII. THEOR.
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One of my favorite books, and far ahead of its time,
is Oliver Byrne's version of Euclid’'s The Elements.



https://archive.org/details/firstsixbooksofe00byrn

It creates a language of shape and color, which
allow the illustrations of each geometric proof to
be deconstructed and used directly within the text.
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A classic from graphic design history is E1
Lissitzky's [Jns Fonoca (For the Voice), which
emphasizes the graphic quality of the text
(constructions like these are referred to as
concrete poetry) and also uses the fore edge of the
book as a table of contents.
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Robert Massin’s version of The Bald Soprano was a
revolutionary, avant-garde documentation of a play,
which interspersed the script (typeset differently
for different voices) amongst cut out photographs

from the performance, creating stagings
within the pages.



Bruno Munari did a series of book experiments which
are not printed at all-—the paper itself forms the
narrative. This is Libro Illeggibile MN 1.



In another of Munari’s illegible books (Libro
Illeggibile. Codice Ovvio) the narrative is a line
which threads through a series of translucent pages.
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Irma Boom’'s design for a tribute to the perfume
Chanel No. 5 is blind embossed, all the images and



text are raised slightly from the fabric-soft pages.
Boom’s goal was to create a book which engages more
senses than just the visual.






Tauba Auerbach’s [2,3] is a series of single page
books which pop-up into paper constructions——it is a
book using the language of sculpture.

Formal Structures

This gets us into questions of how the structure of a book might itself be changed—books
don’t need to be a stack of paper bound along one edge, there are infinitely many ways
to organize this sequence of spaces and moments. The craft of bookbinding is itself an
art (referred to as “book arts”), but there are also many forms of book which are totally
unbound.

Another from Auerbach——7, 177, 7127, 1331 is a book
with an ambiguous number of pages, because it grows
as a tree, from a few pages gathered in a single
spine to many pages and many spines.






There is a long history of collection books, or
books which are a set of collected objects. Pictured
above are Aspen 5 + 6 and one of George Maciunas’s
Fluxkit boxes (both from the mid 1960s).
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A common alternative binding format is the accordion
book, as shown here in Keith A. Smith's Swimmer
(1986) .
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Another common structure is the fold out, as seen in
the “World Map on Dymaxion Projection” from
Buckminster Fuller, 1944——during WWII.






Susan Share’s Unfoldings (1985) is a book as a
performance——the book is opened and displayed
through a choreographed sequence of steps.

Questioning the Line

If we go back to some of our definitions of the basic book, essentially every aspect of that
definition can be expanded, questioned, and deconstructed. Even our simple line can
have a different character, or be made to fill a shape in a different way.


https://www.youtube.com/watch?v=RfIJuR3ja-g

O,

An active line on a walk, moving freely, without goal. A walk for a
walk's sake. The mobility agent, is a point, shifting its position forward

(Fig. 1):

——

Fig.1

The same line, accompanied by complementary forms (Figs. 2 and 3):

Fig 2

The same line, circumscribing itself (Fig. 4):

Two secondary lines, moving around an imaginary main line (Fig. 5):

Excerpts from Paul Klee's
Pedagogical Sketchbook (1960).


https://archive.org/details/KleePaulPedagogicalSketchbook1960/

A Hilbert curve, a fractal method of filling space
with a single continuous line.

The big question in The New Art of Making Books, is how can the form and the content of
a book synthesize to find new structures and meanings, ways of reading or even ways of
knowing? What happens if we radically re-imagine what books are and use all of their
properties to form intentional experiences?

To make a book is to actualize its ideal space-ti;ne
sequence by means of the creation of a parallel se-
quence of signs, be it verbal or other.

Another bit from The New Art of Making Books.
Book as Construct

And if we open up the book, so to speak, what is to stop us from using the construct of
the “book” as a pattern to frame and understand collections of



surface/information/experience? Can environmental, or auditory, or conceptual spaces be
books too?

For an example of these, we’ll look at Ann Hamilton’s The Common S E N S E, when it
was exhibited at the Henry in 2014-2015. The exhibition is a curation of artifacts and
texts from the collections of the University of Washington (the institution that ran the
gallery where the show took place). Throughout the gallery takeable printouts collected
excerpts from books from the libraries, scans of taxidermied animals from the biology
specimens, and viewing booths of garments and objects from the indigenous art
collection of the Burke.

The animal rooms of the exhibit——the first images

are from the opening day, the last is towards the

end of the showing, many of the creatures in the
collection have been totally removed.






Some of the selection of texts. Some are purely
images from books. Each includes a citation at the
bottom of the page.






At the end of the exhibit was a photobooth with a

diffusion sheet hanging in front of the subjects.

This allowed visitors to “add themselves” to the

collection. These would periodically be printed on

newsprint and displayed in another portion of the
gallery.

There is much crossover between the ideas of the exhibition and the book — often tied
together by the notion of the “catalogue.” Conceptual artists have been asking for a while
if catalogues could constitute their own exhibition spaces.

Jan DIBBETS
Born 1941, Weert, the Netherlands
Lives in Amsterdam, the Netherlands

How do you vant to be represented in the catalogue? A page is the size of this
sheet and each ertist will have one pege.

Photographs of the piece in the show?
Photographs of a previous piece?

Other photographs,

By a statement?

In any other way?

8Y this paper,

LApaL Y7 i dcleer

s

A favorite example of this is MOMA’'s exhibition
catalogue for the 1970 INFORMATION show. Each
participating artists was asked to submit a page to
go into the catalogue——some used this to provide an
artist’s statement, contact information, or as an
artwork itself. This humorous submission from Jan
Dibbets specifies that the application form itself
would be his contribution.

Another favorite book-as-space — the Knowledge Box was an experience design space

created in 1962 by architect Ken Isaacs. It was a structure designed to impress upon the
viewer the vastness of human experience — to make the plurality of realities and futures
unmistakable.









Knowledge Box, Ken Isaacs, 1962. The project used 24
slide projectors on remote timers.

The exhibit was recreated in 2009 in a collaboration between Isaacs and design writer
and critic Susan Snodgrass.



The Knowledge Box, recreated for the exhibition
“Learning Modern.”



However, he did revisit the Knowledge Box
in 2009 under the auspices of the “Learning Modern”
exhibition at the School of the Art Institute of Chicago
(SAIC), where it was reconstructed and shown for the
first time since 1962.79°2%2%| curated and directed its
recreation in close collaboration with Isaacs, his wife
Sara, a team of gallery staff, and faculty and students
from both SAIC and IIT. This version remained true
to the original but was realized at a slightly smaller
scale (9’ x 9' x 9') to accommodate the lower ceilings
of SAIC's Sullivan Galleries. Neither the original
slides nor audio program existed thus we created
new “magazine” from vintage black-and-white

Fig. 23 Exterior view of the Knowledge Box, in the exhibition “Learning
Modern,” Sullivan Galleries, School of the Art Institute of
Chicago, 2009. Photo: Danny Hsu, courtesy School of the Art
Institute of Chicago.

photographs originally appearing in Life and now
owned by Getty Images archive. As with the original
Knowledge Box, viewers are immersed in projected
images that build in a short, random sequence (2:32
minutes) across all six surfaces of the box’s interior.
The images are synched with an audio track received
through wireless headphones fashioned from a

DIY model that appeared in a 1957 Popular Science
article. The slide images, dating from 1950 to 1960,
collectively mark the passage of an agrarian postwar



Fig. 24

Fig. 25

“Learning Modern,” Sullivan Galleries,

world and the rise of global modernity, while the
audio program—a montage of excerpts from political
speeches, radio and television shows, a crooning
Frank Sinatra—fill the box with a fragmented aural
history of the decade. The program culminates with a
pantheon of portrait faces, from Che Guevara to Rosa
Parks to Ernest Hemingway, iconic individuals who
defined the modern age.

(Top) Interior view of the Knowledge Box, in the exhibition

School of the Art

Institute of Chicago, 2009. Photo: James Prinz, courtesy School
of the Art Institute of Chicago.

(Bottom) Interior view of the Knowledge Box, in the exhibition
“Hippie Modernism: The Struggle for Utopia,” 2015, Walker Art
Center, Minneapolis. Photo: Greg Beckel, courtesy Walker Art
Center, Minneapolis.

Snodgrass describes the project of recreating the
Knowledge Box in her book Inside the Matrix. She also
references the project in an excellent article
“Towards An Architectural Journalism.”


https://susansnodgrass.com/2016/05/18/towards-an-architectural-journalism/

Knowledge Box, recreated in 2009 at Cranbrook.

How We Read

In theory, reading — at least in the literary sense — is usually a linear activity which
begins at one point and ends at another (again, our metaphor of the line comes up).
However nonlinear structures of writing and reading are also quite common. Consider,
the front page of a newspaper begins many lines, each of which are continued in different
places of the document, and the common reading pattern is to pick and choose and skip
through. The multitude of reading paths are presented many at a time, facilitating this
jumping. A common tactic for artists’ books or other complex narratives is to try and
change the nature of reading itself.
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Corbusier produced a number of books——among them the
Plans de Paris which is printed in two colors, black
and a pale green. At the beginning of the book is
the instruction “read the green parts first.”



In a book design project of my own, Natalia llyin explains the nonlinear process of
constructing narratives which may at some point become linear readings. The metaphor
she uses for this is architectural.
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DEPLOYING THE SEMILATTICE: ROOMS MAKE THE HOUSE

Imagine a house. Each room has its own function, but all rooms work together
to create a living space that can accommodate many functions, The living room
is a living room, but it also relates to the front hall, and it has functions that
include welcoming people to the house. It also has a relationship with the dining
room, and has functions that relate to the entertaining of friends and the doing
of homework or the planning of projects. And although the function of a kitchen
is different from the function of a dining room, what goes on in a kitchen affects

what goes on in a dining room.

fig 7.10
The floorplan
of a functional

house.
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The living room is an open area —
the adjacent alcove is more private.

£
[

The kitchen can supply the
dining room and alcove.
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The entry hall provides access
to both of the main social areas.

The utility room is hidden behind
the kitchen, like a footnote.

fig 7.11

Relationships

The systems in a house are interrelated systems, and these systems are malleable.
Design your semilattice essay like a house. Create small, yet interdependent . .
of rogms in a

arguments. The arguments all can combine in different ways; they can relate to  house.

Introducing the house metaphor for functional
structure in writing, from Natalia Ilyin’s Writing
for the Design Mind (for our example house we used
the living portion of the Eames house——Case Study

House No. 8).
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A piece of writing may begin
in a very orderly fashion
before exploring related concepts.

A series of indepandent ideas
can be interwoven in a structured

sequence to build a compelling,
composite narrative.

T P T P P Y T 7Y

This heavily structured argument
approaches a central idea from many
different directions before continuing
to an elaborate conclusion.

A concentric house may spiral

around a topic, exploring it one
layer at a time towards an internal
discovery or conclusion.



fig 7.13

To demonstrate the variety of semi-lattice
structures, we turned to various construction
patterns from different cultures. Alternative
treatments of thought/writing/space are
reflected in these buildings.

Vi A section of the Acropolis complex in
Athens, Greece (seventh through fifth century
BCE) with the statue of Athena Promachos
central. Le Corbusier references this section
in Towards & Modern Avchitecture after a

discussion of the plan: “the plan bears within

itself a primary and pre-determined rhythm:
the work is developed in extent and in height
following the prescriptions of the plan, with
results which can range from the simplest to
the most complex, all coming within the same
law. Unity of law is the law of a good plan: a
simple law capable of infinite modulation.” "%
24 The church of St Louis des Invalides in
Paris (17th century ck), by Jules Hardouin-
Mansart. “The interior, except for the oval
chancel, is more academically balanced, that
is, less dynamic in its spatial relations that the
works of Hardouin-Mansart’s predecessors.
But the dome is constructed so thatin looking
up one sees through a wide opening in the
inner cupola on to the painted surface of a

second cupola, lit by concealed windows—a
wholly Baroque spatial effect.”"®

% A cluster of Iglulik structures on the
Melville Peninsula, documented by Danish
archaeologist and anthropelogist Therkel
Mathiassen in 1922. This group contains
“two living units plus rooms for clothing, dog
harnesses, a meat locker, and a dog kennel.”104
44 The Nendrum Monastery'® in Northern
Ireland (sixth—eighth centuries ¢E) has been
heavily stylized for this illustration, with the
irregular concentric cashels tashioned into

perfect circles.

The architectural metaphor is extended by looking at
a number of different spaces from architecture
history and interpreting them as narratives.

Richard McGuire’s Here blends together multiple time frames that center around a
common location: a plot of land that for many years was the living room of a house — but
we also see a time before the house was built, and after it was destroyed.



1957

...NOW WHY DID |
IN HERE AGAIN?




The first few pages which introduce multiple frames.

Each frame (or classically “panel”) is attached to a particular time, which is indicated in
the top left of the frame. All pages have a sort of base frame, but usually they are broken
up by a number of frames from different times.






There are many different kinds of storytelling that
happen in Here, from the same event or action
happening at multiple times, to a dialogue between
times that must be pieced together by the reader. It
makes you aware of both similarity and uniqueness of
experience, both human and animal.
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A MORE CONTEMPTIBLE,
COWARDLY, SELFISH, UNFEELING DOG
DOES NOT EXIST!

YOU, SIR, ARE FULL OF DRINK AND LOW
CONVERSATION, WITHOUT DIGNITY
OF APPEARANCE OR MANNER.

4 GODDAMMIT!

W



1949

OH, THOU DUNDERHEAD!

YOU NINCOMPOOP!




DOOFUS.

One of my favorite sequences shows a collection of
small catastrophes and is also a commentary on how
language changes over time.



In another snippet, multiple panels from the same
year are shown to illustrate events that happened
very near to each other.

An exhibition of process matter from the project was exhibited, “From Here to Here.”



Rotice, are quite loag lived. A
cp cliatiering at you ofl aod on
‘middlo age.




SPAER0g pANMELS

e

~ {
i | StActs AFTEM Svwe ' seem
G Fwege | 2 | 57 3 5
~ AME Se @
| ,f" A
¢ BARLS ?
@ %3.“ €kl mw;‘ 3 comin 4 2.0 A
30 A B ¢
@ AP DO HANDSTANO | § PP C
® PAS HOLOMG/iissinG Sis TR % . <
¢ A C
@ XmAas TEES ' ¥ 3 ',7 6?) |2 A ¢
() womn + Gasies | 1 17 ¥ : b .E
: 2 4. ok
@ kKiss EGKT | | 148 0, D E
o - . E F
@D STHE Mmong | cgERN | ‘ 03 :z = -
(1) Swmck wattet kew ] 87 (3, T
(.:7) MAN COMMEATIAG GA/ DOH 2 tanes /Y. * G H T
> 5. * B G W ¢
(%) HALLoneen B8 e
@ KBS AS WDANS l,t? 0. £ 5
(f. 3
@ Biathoay fALTY 1 4. E L w
@ Mew wewnas paaty /o ancir G ZE 20 I & L (
@' UWATTH (A Uome - 7(0}4%71’” ] § L
~ Hilty ¥masg) RoviE X \K ¥ N
® PvtTisre v l’WL\»fAvﬁ\Q 3 UM'W-Z 25 S— N
~ z !
Q WAL inG Yv LSU")) 2 5 ) fl
S A R R z T




©

A5 REBRIRe Lemics [RERTRE] o ) &
@ PlArno pLAVIG 3 2. 7 pa
@ WO e E’é’,‘,{,"’(r > & 4': Q ©
i S
i o)

(v) Bind 1M CNGE AL g 2 [aar Z 0
@ Mom  ga&y & I\\apN? { Yl = Z0
o} :
X 23, 7 Z
\f NBAT: ARCHAEOLOG(ST VisT ;

. e »

~ How b0 we peeT ( - @ povnberc

A collection of process matter from the book.
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The original version of the comic was a black and
white series published in the magazine Raw in 1989.



Simplicity is a powerful tool in book design: the unmov-
ing point of view in Here provides a constant point of
reference, allowing the scene to change slichtly or radically
without disorienting readers. McGuire recalls finding Tada-
nori Yokoo's book of thousands of waterfall postcards and
realizing that one strong idea—the persistence of asingle
pictorial moment, without start or end—could provide the
basis for an entire book. Years earlier, McGuire’s mother, a
librarian, had shown him Thirteen, in which (as the book’s
Library of Congress cataloguing data states) “thirteen pic-
ture stories of a magic show, a sea disaster, and other dramas
develop separately but simultaneocusly,” each on a fixed unit
of ‘real estate’ on the pages. In Evidence, an influential book
of photographs pulled from public and corporate archives,
the absence of words compels each viewer to tformulate
links and connect the images from start to end of the book.

An excerpt from an essay on the process of the book.
The rest of the text and more images can be found in
an issue of the digital magazine Five Dials.

“Reading” as a concept is just as open as “book” as a concept — we can use the idea of
reading as a way of understanding how we interact with all the forms of information
around us.


https://fivedials.com/art/number-35-richard-mcguire-makes-a-book/

Reading is a specific practice. We know it best as reading
books, but it's a practice that we can apply generally. Read-
ing is open-ended, provisional, conversational. It's not sol-
itary, but deeply collective. We might be alone with a book,
but the book fills our heads with other voices and puts our
thoughts into conversation, not only with the writer but
with countless other readers, real and imagined. Immersed
in reading, the self dissolves and mixes with others. We
take comfort in the flickering, light-dappled margin, where
we stand both inside and outside of the text. It is a liminal
space.

Matthew Stadler on a generalized process of
reading in “The Ends of the Book: Reading,
Economies, and Publics.”

Interlude—Learning to Read Creatively

Making the World Unknown

What constantly invigorates the human mind is the unknown; we aren’t ani-
mated by what we already know, but we’re eager to make the world known.
In today’s context, in which media continues to evolve, every event and phe-
nomenon processed into information circulates with high density at high
speed. By constantly keeping in touch with those pieces of information, people
continue to replace the unknown world with identified events and phenom-
ena. To know something is to impregnate the senses with an inspirational,
vital, exciting experience. Yet, because the information supply has exceeded
critical mass, at some point unbeknownst to us, knowledge ceased function-
ing as a medium to activate thought and piles of information, like seeds not
germinated, were reduced to an ambiguous condition; we can’t tell whether

they’re dead or alive.
So then, shouldn’t we make the world unknown?

Kenya Hara introduces us to the idea of “exformation.” Essentially, rather than learning a
static, or closed, story we're looking at kinds/methods of learning that can open things up

for us instead.



Acquiring Knowledge Is not the Goal

Basically, knowledge is no more than an entrance to thought. To

converse is to exercise one another’s thoughts by beginning with a trifling

piece of knowledge and speaking about it together. By ingeniously mingling

fragments of knowledge with dialogue and speculation, we are able to come

up with heretofore-unknown images and ideas. To know something is not

a goal, but a starting point for our imagination.

The above quotes come from Hara's book: Designing
Design. There's also a good interview with the
author that was conducted as part of Civilizations
Design Lecture Series in Seattle.

Knowledge and information are the starting point for ideas—once they are questioned,
opened, activated. So part of growing creatively is establishing a methodology for
collecting and spending time with these raw materials, and developing techniques for
transforming them. | find actively reading on a regular basis to be an extremely effective

form of this.

My recommendations for active reading are:

1. Collect a library of things to be read. This can be a physical library, but it's more
likely that this will be a virtual library, a library of links.

a.

These should only be things you are interested in! Who needs a library of
things they don’t care about? Reserve judgement about the things you
think you “should” be reading.

Your library needs to be browsable — if it's physical, this is easy, you can
browse titles on a shelf or folders in a file cabinet; if it's virtual this is a bit
trickier — you may need to augment your links with some titles or
keywords.

The most important things in your library are other libraries — finding
someone else who is collecting the kinds of things you are interested in
reading is like finding a gold deposit.

You always want to have more on hand to read than you have time to
read. It takes some practice not to be overwhelmed by this collection, but
when you are comfortable with it it gives you room for play — room to
jump from idea to idea.

2. Write (or draw) (or make) while you read. Reading is not about the act of
consumption, it's about the act of transformation, allowing the thoughts that come
from the text to grow in your mind as you read. These thoughts are things worth
saving, document them in some way.


https://www.youtube.com/watch?v=85pyBCwhBpM&feature=emb_title

3. Talk to other people about the things you are reading.

a.

references to other texts.

Things to gather: Questions, ideas, quotes, images, criticisms,

two notebooks: one a diary, the other a commonplace book. A
commonplace book is a collection of passages and quotations from the
books you are reading. Something happens when you write something
after reading it — it slows it down for a minute in your mind, you

remember it better, and new things come from it.

Keep a commonplace book. Once upon a time, the literati would keep

4. Keep track of your sources — these don’t need to be amazing, well formatted
citations, just enough so that you can find it again if you're looking.

5. Consider that the verb “to read” applies to more than just texts. What images, or

audio, or places, or experiences can you read and gather thoughts from?

2US — ZONES URBAINES SENSIBLES — 69

IH Why did you choose Rotterdam
asyourcity to observe, study, and
eventually intervene in?

KK Rotterdam has always been a
Laboratory, from even before the

it. We were able to constantly
‘make steps, and more steps, and
bigger steps, 50 we were never
severelyblocked in scaling up the
interventions. It started basically  +

o, War, but especially a

e Rotterdam has been, so far as we
know, the city with the highest
density of plans per square meter,
which means for each site there

office block, which ultimately re- 5%

sulted in this huge development "
around us.

™ Your name ZUS stands for Zones /
Urbaines _Sensibles...I hope 1 1 4L

a city of architecture but it’s ac-
wwallya city of architects. [laughs]
It has always been inspiring be-
cause there has always been a
lot going on, but there’s kind of a
liberal

d that right, a French
urbanism term meaning “Sensi- /
tive Jfrban Zones,” placesin need //
of intervention. Your practice’s
selfinitiated work focuses on
these kinds of places. How do

ing ideas. It's rather open. Not
‘having a lot of heritage anymore.

you ?
KK Hmm..Zones Urbaines Sensi-
bles. (laughs] Yeah, um, I find it's

—which helps—means there’s’wse_intuition. We can do mapping,

1o heavy history to lean on or to
refer back to. Basically it's a his-
tory of change, and the history
of experimentation, 5o that was
one part for choosing Rotterdam
for us. The other was that there
was simply a lot of availability of
space. Ifyouwould walk here, es-
pecially 25 years ago, you would
just see so much space. Now
more and more towers are be-
ing built, it’s getting denser and
denser. But there was an awful
Tot of space, and public space, it
was not really defined. We felt
this huge attraction to this very
open fabric. We didn’t knowback
then that this would be our most
important work, this huge inter-
vention we've been doing for the
Last 18 years. It was not anticipat-
ed yet, although we knew once
we entered this building 19 years
ago that there was something to

i

"wirwe can do interviews. Ultimately
it’s also a kind of intuition we've
developed over the years. Okay,
there’s something in landscape
architecture, genius loci, what
they call the ghost of the place.
What is that, the ghost? You
know, you can’t see the ghost. It's
amultiplicity of historical layers,
genius loci, The historical lines o,
are in the earth, its in the urban
fabric. But we also use genius situ, 7
the ghost of the situation. Gmm:] e
situis something more ephemer-
al, but very impactful on reality
or how a space or place works.
Identity fails to describe what we
‘mean by that, but if you can find
what makes a certain place spe- ot
cific, what kind of dynamics are %eis?
going on. Economical dynamics,
social dynamics, cultural dynam-
ics, or interpretations, it can be
reallya small thing.
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HENSY b
1d you briefly introduce St
t practice? Lot
N KOREMAN

practice, ZUS, was estab-
2d in 2001 by Elma Van Boxel

1, Kristian Koreman, while
were still studying landscape
rtecture. Back then we ac-
ly started with a business
1 stating that we didn’t want
imit ourselves in the field of
Iscape architecture by just i
1g the green stuff in between #¥
blocks. Urban planners plan
architects apply facades to
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Where did you come from before
forming your practice?
We both grew up in small plac-
es in Holland, and always felt an
attraction to the bigger city, the
metropolis, if you wish. Land-
scape architecture has been the
starting point for both of us. It
‘was a great basis in which we de-
veloped skills to work in detail
but also on a really large scale,
which now results in doing the
interior of a flower shop, a rede-
sign of the whole country [laughs]
and everything in between.
That’s always what we have as-
pired to do. A background in
architecture, landscape, urban-
ism, and also documentary film-
ing, were all logical. Philosophy
helps us to constantly pose new
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1 mean, the fact that there
was this Shell headquarters here
on the corner and a 100 meters

the archives, and it was meant
tobea public plinth with a bingo
‘hall, (laughs] and later there were
luby d

away there was a guy sleeping in

alittle hut on
and years. Its like 100 meters
away. That's a sign. There's mul-
tiple of these signs, and that’s

house. These kind of, stories, and
welove these narratives. We only
knew the narratives about this

atthe surface of a place. So that's
one thing, intuition, but also us-
e 4

be here, and that this would be
demolished. We try to discover

ing sense d:
but going out there, really going
out there, talking to people, g0
ing into buildings, experiencing
the day-to-day derivé of the Situ-
ationists. We love the Situation.
ists, we have always looked at
their tactics. You just get lost and
you will find things you would
not learn in school or not find
onamap.

The other thing is by testing.
Just by throwing a stone in the
pond, then the ripples tell you
what this place is. The first thing
we did at the Schieblock was
put out a sign on the door, “Exit
Public Space’, and then see how
people react to this intervention.
That tells you how sensitive it is,
or what kind of sensitivity it has.
It's a learning process. It’s also a
slow process. It's not something
you can do in a week. It takes a
long interaction witha place.
Could you briefly introduce your
work in the Schieblock?

Our history here took off when
we discovered the building and
excavated the building. And that
has been going on for the last
18 years and really step by step
we learned to explore what the
building is. We went back into

‘This can be a long answer or
a rather short answer. There's a
1ot to say, as you know. But at a
certain moment there was a ten-
sionbetween the ambition of the
city to doa development here, to
erase everything into towers. Be-
cause it was a crisis, we had awin-
dow of opportunityto say, “OKay,
justgive us these 4 or s years. We
aregoing to show you that we can
do a different kind of building, a
different kind of urban develop-
ment” This was a tipping point
in the appreciation of the area.
Al of the sudden there were like
cighty companies here. There
were beer gardens and clubs. A
year before and it was nearly de-
‘molished, permission had been
signed for demolition.
Ever since, the Schieblock
been an act of resistance
against how the municipality
acts normal in the normal devel-

since the war: demolition, re-
build, demolition, rebuild. That's
what you do. But we claimed it
was neglecting, basically, the
genius situ. There’s 2 whole so-
cial, economical, cultural fabric

ke
e
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llustration 8: Diagram of the 5-paragraph essay

The simplest essay form is the five-paragraph essay: State what you want to prove--a three-

pronged argy

an excellent way to gain practice in following an idea to its conclusion, something you rarely

and finish it off. Trying this essay form is

back it up in three

have time to do in your daily life. No one will pull out a phone and start texting just as you're
getting to the crux of your idea, nothing will start beeping just as your argument is coming
together. What relief. s a luxury to be able to take the time to think an idea through in five

paragraphs.

The five-paragraph essay is the starting place of expository writing. When you learn to write
this kind of essayyou're learning to press your ideas into rationality. Rationality convinces
thinking people. It lets them open to your ideas because your logic leads them from one step

to the next. Instead of just repeating your views loudly and insisting that you're right and

yone else is wrong—the sign of an mind— you lead the way through your
ideas, proving your points by using examples. If you're thinking person, constructing a

rational argument, your reader will be a thinking person too. You're not going to attract

people who just want to read a rant. And that's a good thing.
>

No matter how long or convoluted or complex your expository writing might become in the
future, it will always do all the things this simple, five-paragraph essay does. It will tell us
x O x
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what you're going to discuss; it will give us your point of view on that subject; it will use
= ®

examples to back up your ideas, and it will tell us your conclusions. When you get more

comfortable with the forms of writing, you'll generally veer from the exacting requirements

of this essay. But you can always go back to it, and, disguised, it can serve as the center of a

£ AP RAETONS
more complex piece.
»
o /" A 212347
$: il
+%  AFive-paragraph Essay, Line by Line {2 —— L.
¢ e Lo
Let's revi i PR,
s review the diagram. e

The first of your paragraphs is called the “thesis” paragraph.* In it you “lay down" your idea.

Inthe makea contains three points. For

of your
instance, I might write a sentence that states that birds are dour, thirsty and annoyed in

August. This is my thesis statement.

Continue the first paragraph with three statements that expand upon your thesis statement.
Something like: “Birds are dour in Summer because they're forced to wear down jackets.
They're thirsty because it's difficult to find a smoothie machine small enough to operate with
awing. And they're annoyed because they have no flip flops with which to protect their feet

from hot asphalt.”

% The word “thesis” (tithenai) “to lay place,” via Latin, via Middle

English. You're “placing” your idea in front of your reader.
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Avavory o AN ARGUMENT T I

I think my annotation style developed in part by
annotating manuscripts for illustration and editing.
Above are annotated versions of Proactive Practice
and Writing for the Design Mind (Natalia’'s book).



[ NON J S [J = T iy =1 B Eiv  ed >
iCloud S (e 36:30 Two kinds of design critic:
allicioud 1. Diagnoser, of sickness in society—and pointer to design’s complicity.
Notes. 664 Independent Artist Pu... 2. Sifter of the trash, “gatekeeper between the production of design and
—— 10/30/20 Artist publishin... its ultimate demise in the landfill—deciding what's treasure and what's
trash—the shifting and negotiating of value.”

09 e o : ——

10/30/20 * Right On: Doc.. 0:50 “Getting rid of this notion of the ‘closed’ design product—this finished
completed solution.”

Notes from Shannon (... 48:27 "One of the things that | feel helps us with the history is the practice

10/29/20 of research. It can be framed in many ways, but as a designer if you do
practice-oriented research—that is research that is conducted through the

Hello Jarrett, tools, method, media, materials, and sensibilities of design, specifically—

10/29/20 | wanted to rea... that's a pretty interesting realm. | do think it allows something different
from the binary that you’re setting up, between criticism and commerce or
practice.”

What does it mean to...

10/28/20 . * "Design in the deep future.” [Twemlow's current research, to get around
“the speed issue” of design—through geological time, cosmic time, etc.]

Had a dream where I...

10/26/20 along with a gr... 140
7:08 Book space—the space of a text, book as space.

Independently create...

10/21/20 the institution. 7:39 “Not that many people write books, most people write texts and then
somebody else designs them and they go into a book.”

Scratching the Surface =i - >

10/18/20 "The world act... 9:49 "I really worry about the academicization of creative practice and the
extent to which critical theory colonizes studio work. | have really mixed
feelings about it.”

(Book Wishlist) Desig...

10/18/20 Graphic Design... 27:39 “When | say | wanted to keep them [creative work and academic]
separate—and | do still keep them separate—the notion was that academic

Vendarea Portland work has a particular set of protocols and requirements and creative work

10/17/20 Secret Room Pr... has many permissions to it and | felt like | could live comfortably with that
distinction.”

08 28:21 "Right now I'm doing a series of very short pieces that I call ‘critical

10/16/20 Sustainability fictions.’ Critical fiction is to criticism what science fiction is to science. It's
informed by criticism but it takes the permission of imaginative writing.”

Send UX alumni to Lia.

10/16/20 No additional t... 33:05 "The weight of citation is so heavy that | can barely lift a
sentence.” [The responsibility in academic writing to the discourse.]

Following Up on Cher... 33:45 "'Why did | love reading theory?' It's because it gave me ideas that

10/16/20 in Action”: were meta-reflections and critical insights | had never had. It gave me a
whole new language.”

Instead of telling the l...

10/15/20 a series of shor... 37:47 [On seeing the rare thing in art.] "That is really interesting. That
really is thought in form that manifests itself in a way that makes me see
the way | see differently.”

07

10/13/20 Follow-up with... 38:30 "Design is ideologies made artifact.” — JF

Responding to studen... 39:05 “Graphic artifacts always serve a purpose or contain an agenda, no

10/12/20 Point students t... matter how neutral they appear to be.”

° New Folder

A2 NN "Thaeca ~ra tur hadal Lnainte Ana ic that warlk, hauld nat

Notes from Jarrett Fuller’'s Scratching the Surface
podcast (these ones are from 140. Johanna Drucker).



https://scratchingthesurface.fm/140-johanna-drucker
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A sampling of my annotations for a book I read last

summer, The Detroit Printing Co-op by Danielle
Aubert. An explanation of the notation system:

Quotes are fairly straightforward, I like to
include a page number for easy reference.

An upwards arrow indicates another source or
question I need to follow up on.

Italics usually indicate a personal opinion
or observation on the text (I like being able
to separate my own thoughts out from the
general notes.

A double circle means the thought was of
particular interest.

A star indicates one of the most critical
concepts from the text.

Lastly, a boxed plus sign is a project idea.

System of the Book

THIS SECTION ISN'T FULLY FLESHED OUT YET, BUT I

INCLUDED MY NOTES FOR IT IN GREY.

The Public and the Publication

In the old art the writer judges himself as being not res-
pomnhle for the real book. He writes the text. The rest
is done by the servants, the artisans, the workers, the

In f:he new art writing a text is only the first link in the
chain going from the writer to the reader. In the new

art the writer assumes the responsability for the whole
process.

Carridén on how books play a part in larger systems

of publics and reading.



Books tra-
vel through the world collecting strangers. They are pub-
lic spaces.

Matthew Stadler on how books invoke
their own publics.

Case Study: CamusgaT
(Self Publishing in the Eastern Bloc)

Design in an oppressive context—this is an example of structural/system design
more so than it is about visual design.

Audience/reader as not only collaborator, but also as co-conspirator.
a. The responsibility of the work after it leaves your hands.

b. Work that is formally independent (translatable design decisions +
multi-modal forms).

The design of the work is purely functional and cheap by necessity, everything
except content has been stripped away.

a. Use of indentation and white space to create a variety of type styles
(included constructed letter titles).

b. The method of smuggling affected overall form.

The design patterns that emerged from camunsgat became adopted as an
aesthetic that spoke to authenticity and integrity of information (an inversion of
their objective value).

a. This style was duplicated by later publications, to replicate the
connotations that kind of text had come to carry.
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Assorted camuspgaTt artifacts (books + films).






Pages from the Chronicle of Current Events Natalya
Gorbanevskaya et al. circa 1969.

Erika typewriter (Cyrillic)—-the sort of which might
be smuggled in from the West.

Existenzmaximum—Extension through Text



The world, according to Mallarmé, exists for a book;
according to Bloy, we are the versicles or words or letters of
a magic book, and that incessant book is the only thing in
the world: more exactly, it is the world.

2 Galileo’s works abound with the concept of the universe as a book. The second
section of Favaro’s anthology (Galileo Galilei: Pensieri, motti e sentenze; Florence,
1949) is entitled “Il libro della Natura.” | quote the following paragraph: “Philosophy
is written in that very large book that is continually opened before our eyes (I mean
the universe), but which is not understood unless first one studies the language
and knows the characters in which it is written. The language of that book is mathe-
matical and the characters are triangles, circles, and other geometric figures.”

Borges’s conclusion to
"On the Cult of Books" (1946).

The space is the music of the unsung poetry.

To close, one more thought from Carridén on space in
books and writing.

QUESTIONS

How can we map the space of the book to that of physical
spaces — what patterns from book theory can be applied to
architecture, or vice versa?

Are there any significant books in your library or from your past
which inform or question the way you read or perceive the world
and your surroundings?

RESOURCES

A note on terminology—-most of the books we’ve talked about above are referred to
as Artists’' Books (your punctuation may vary), that is, books which are themselves
total works/objects of art. The other similar terms you are likely to run into in



this space actually mean very different things: Art Books are books about art
(including your run-of-the-mill coffee table books), and Book Arts is a practice
usually focused on the structural form of the book more so than its content (so
things like intricate sewn bindings, etc.). So if you are seeking out books like
the above, be sure to use the term “Artists’ Books.”

Collections + Archives

e Monoskop — https://monoskop.org/Monoskop

“Monoskop is a wiki for the arts, media and humanities.”

In addition to incredibly comprehensive bibliographies for artists and movements
and subjects, Monoskop often has full scans of significant texts and book works.

Selected Bibliography

e NO-ISBN: On Self-Publishing. Ed. Bernhard Cella (Vienna: Salon fiir
Kunstbuch, 2017).

e Publishing Manifestos: An International Anthology from Artists and
Writers. Ed. Michalis Pichler (Berlin: Miss Read, 2018).

e Post-Digital Print: The Mutation of Publishing Since 1984. Alessandro
Ludovico (Eindhoven: Onomatopee, 2012).

Bookstores

e Printed Matter (New York, USA) — https://www.printedmatter.org/

“Founded in 1976, Printed Matter, Inc. is the world’s leading non-profit
organization dedicated to the dissemination, understanding and appreciation of
artists’ books and related publications.”

In addition to a beautiful physical space, they also have a very comprehensive
online catalogue (going through their list of publishers and artists is incredible).
“Printed Matter’s online catalog is one of the largest and most comprehensive
databases of artists’ books and related publications. The catalog contains
records for approximately 45,000 titles, which includes inventory currently in
stock and available for sale, as well as an archive of titles previously stocked.”
People can also create small collections, “or tables,” of books, which are
excellent to browse.

Printed Matter also maintains an international list of bookstores
(https://www.printedmatter.org/services/the-bulletin/all-bookstores).

e Art Metropole (Toronto, Canada) — https://artmetropole.com/



https://monoskop.org/Monoskop
https://www.printedmatter.org/
https://www.printedmatter.org/services/the-bulletin/all-bookstores
https://artmetropole.com/

“Art Metropole is a not-for-profit organization with a focus on the production,
dissemination and contextualization of artist-initiated publication in any media,
especially those formats and practices predisposed to sharing and circulation.

“Art Metropole was founded in 1974 by the artist collective General Idea, as a
division of Art-Official Inc. (1972). Art-Official Inc. had served earlier as the
non-profit business entity for General Idea’s File Megazine (1972—1989). Art
Metropole was conceived as a related artist-run centre and collection agency
devoted to the documentation, archiving and distribution of all the images.

“Today, Art Metropole operates as a retailer and distributor of artists’ books,
multiples, and editions; a producer of new works of contemporary art in published
and multiple form; a producer of exhibitions, talks, screenings, performances and
other programming that feature or intersect with distributed art practices; and a
public art collection and archive pertaining to these practices.”

PrintRoom (Rotterdam, Netherlands) — http://www.printroom.org/

“PrintRoom is a presentation space and shop dedicated to artists’ publications
based in Rotterdam. Since 2012 PrintRoom runs a risography stencil workspace
where artists, designers and other interested individuals can take part in
workshops or print their own projects.”

Defunct bookstores/spaces of note:
o Other Books and So (Amsterdam, Netherlands) 1975-1979
o Zona Archives (Florence, Italy) 1974-1985
STILL NEED TO ADD MISSING THINGS IN HERE——LETTERFORM
ARCHIVE, RUBLISHINGMANIRESTOS, NO-ISBN,

POSTDESFFAL—RIENF + SIGNIFICANT EXHIBITIONS +
RESOURCES FOR INDIE PUBLISHING


http://www.printroom.org/

BACKGROUND

Parallel Narratives 1

Natelia Byin and Elseberh Fastersse, ditors

Emuignan » A Aar e Hihns & Hageash Bombings + Tha B o€

ION to

INTRODUCTM
the LYRIC ESSAY

AUTHOR: I'm Robert—I make books and teach design history, and hopefully,
someday, I will have a chance to teach about making books too! This
is my first time putting together a lecture on a topic so close to
my own interests and practice, so I hope you enjoy it.

If you'd like you can contact me at robert@baxter.design or on
Instagram @poiesthesis.

And if you're interested in more weirdo history/theory lectures
like this, my syllabi and materials are publicly available:

e DE 223 Artifacts x Ideologies

. DE 334 Praxis


mailto:robert@baxter.design
https://www.instagram.com/poiesthesis/?hl=en
https://docs.google.com/document/u/0/d/1RRoRwAGkHBBHbWLVpf-UJZiAPXoBuaN8E74uDQ_P_p4/edit
https://docs.google.com/document/u/0/d/1kygo6NQt1Za32PM-1UUtZpA4QOUyKzGf4OooXfrwn9g/edit
https://docs.google.com/document/u/0/d/1bE4898ltgWzJELczmdCjZitZOc-Gv9ZcpbwpEzZQ0J8/edit

° Independent / Alternative / Radical: Small Press in the
Mid-T ; :


https://docs.google.com/document/u/0/d/1d5D9iiJsi_LDnqQW699VI2X-UBtC6Uu4vrwq2kHpX24/edit
https://docs.google.com/document/u/0/d/1d5D9iiJsi_LDnqQW699VI2X-UBtC6Uu4vrwq2kHpX24/edit
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