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Welcome to issue Twenty one of The Blue Notebook

Many thanks to our writers for the articles in this issue, 
in order of appearance: 

In ‘Translating Travels’, Bergen-based, British artist Imi 
Maufe reflects on some of the inspirations for her artists’ 
books produced in response to travelling. From their 
early roots in her journals made on childhood trips, to 
recent works as artist-in-residence; from a year in tiny 
village in Northumberland, for Visual Arts in Rural 
Communities (VARC), to the Tall Ships Race, sailing 
from Ireland to Sweden via Greenock and Shetland, 
Scotland and Stavanger, Norway. 

Carried on from a presentation at ‘The Artist’s 
Book in Theory and Practice’ conference held 
at Cardiff University in December 2015, Jeremy 
Dixon’s ‘A sense of humour, a sense of Cardiff, like 
- Geoautomusicalbiography in the books of Hazard 
Press’ explores the personal history of his artist’s book 
practice. The article looks at the links between Cardiff 
(and Wales Cymru) in his books and how they have 
rather unexpectedly formed an on-going project of 
autobiography based on poetry, memory, queerness, 
music, images, and a delight in the accidental forms and 
diversions that the journey of planning and making an 
artist’s book can take. 

In ‘The Gardens | Edinburgh and La Géométrie Pratique’, 
Jane Hyslop provides a brief introduction to the ethos 
within her work, the themes repeatedly explored and 
its context and then goes on to describe The Gardens 
| Edinburgh and La Géométrie Pratique. These are 
two major artist’s book projects that were made for 
exhibitions in Scotland in 2015. 

In ‘Making the Book to Discover the Subject’, Ken 
Botnick explains his meticulous project inspired by 
Denis Diderot’s Encyclopédie, ou dictionnaire raisonné des 
sciences, des arts et des métiers. Botnick’s project began in 
2009 as a visual investigation of the eleven plate volumes 
of the Encyclopédie during multiple trips made to the 
Washington University library’s special collections to 
photograph the engravings. Six years on, Diderot Project 
was completed, and deservedly awarded the Minnesota 
Center for Book Arts Biennial Prize in 2015.

Emma Bolland’s ‘Category Error / Category Terror’ 
questions the validity of attempting to define the 
category of ‘artist’s book’ through materiality and form, 
proposing instead, that the artist’s book is not an object 
(whether analogue or digital), but a dialogic – trialogic 
– relationship between artist/writer, object/text, and 
holder/reader, that results in highly subjective and 
individuated desire-based categorisation. 

Drawing on ideas of aura as external construct, Lacanian 
psychoanalysis, and frame analysis, the article reframes 
the artist’s book as a mutable experience.

Our thanks to the artists who contributed pages for this 
issue: Elizabeth Lebon (Switzerland) and Alex Simopoulos 
(Greece/UK).  

Many thanks to Linda Williams for the wonderful cover, 
badge and sticker designs for this issue. Inspired by her 
forthcoming trip to Loch Ness in March 2017, along with 
the World Book Night United Artists. The expedition 
to search for the Loch Ness Monster will be led by artist 
Stephen Fowler, - hence BOOK ISH NESS.

Thank you, also to our referees, Dr Anne Béchard-Léauté 
(France) Maria Fusco (UK) Susan Johanknecht (UK), 
Jeff Rathermel (USA), Dr Paulo Silveira (Brazil) and 
Ulrike Stoltz (Germany) for their continual duties.

Volume 11 No.2 will be published in April 2017 as the 
Spring – Summer issue. Regular readers will notice that 
we have changed the issue dates to reflect the period of 
time the journal covers. April and October will remain 
the publication months, with volumes covering Autumn 
– Winter (No.1) and Spring – Summer (No.2).

We welcome your ideas for articles for future issues - 
submission guidelines can be found on our website at: 
www.bookarts.uwe.ac.uk/publications/

The address for the online colour version of this issue is: 

www.bookarts.uwe.ac.uk/tbn/x135/423c/tbn21.pdf

And finally, many thanks to you, our readers and 
contributors for your ongoing support for The Blue 
Notebook through sending ideas for essays, articles, 
reviews and artworks, and of course subscribing. 

Sarah Bodman
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Above - Image 1: Malbik Endar (Tarmac 
Ends), Imi Maufe, 2002

Right - Image 2: Getting Lost (A short, 
made long by getting lost, journey), 
Imi Maufe, 2003

Left - Image 3: 10 Significant Train Journeys, 
Imi Maufe, 2004
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Translating Travels

Imi Maufe

As children, my sister and I were taken out of school 
for family holidays. My parents believed this was the 
time we would remember of our school days, not the 
everyday lessons. To compensate for being absent we 
took homework with us and had to write a daily journal. 
Entries consisted of short sentences: ‘Today I saw a green 
lizard’, ‘We found a dead octopus’, ‘The frogs croaked all 
night.’ Ice cream packets, printed paper bags and sugar 
lump wrappers from cafes were stuck in. Drawings and 
maps plotted walks and happenings.

These trips were the beginning of a lifelong inclination 
to travel, and an ongoing interest in finding different 
ways to describe the experience of doing and noticing, 
through bookworks and other forms.

My travels have taken me many different places. 
Before going to art school in 2000 I spent 4 months 
circumnavigating Iceland by bicycle, arriving via Orkney, 
Shetland and Faroe Islands and cycling back via Norway 
and Denmark. It was a trip of 3400 miles and 30 ferries. 
Out of habit, I kept a journal throughout the journey. 
My plan was to return to my ordinary council job at the 
end of the trip, but then, in Reykjavik, I met someone 
who said to me, ‘Everything is only a decision away.’ 
After the freedom of cycling, I made the decision to stop 
working as a landscape architect, and began an MA in 
Multidisciplinary Printmaking at Bristol, and it was here 
that I printed Malbik Endar (Tarmac Ends) one of the 
first artists’ books I made to illustrate a journey.  

Malbik Endar (Image 1) has 121 pages and takes a 
couple of words from each day of the journal. With no 
visual images, it is up to the reader to conjure up their 
own interpretation of the experience. I realised that 
no-one, not even the person I was travelling with, has 
the same experiences; we notice different small details 
and our emotions vary. We take in our surroundings 
differently, the incidents that make most impact, or what 
you remember in years to come varies. 

Photos or even the action of taking a photo can often 
help jog memories, but how do you ever begin to explain 
to others not with you about ‘Blue Dog jumping off the 
back of the bike whilst speeding down hill’, or ‘terrifying 
tunnels in Norway where you had forgotten to take off 
your sunglasses as lorries trundled up behind you at 
an alarming rate’? How do you plot the route? Do you 
need to be geographically correct, to name all places, 
distances, times etc.? That is something I do when 
journeying, but not necessarily something that I need to 
present to the readers. Another question is how to pare 

down information using printing methods and other 
techniques, so that readers/viewers can create 
their version of the events that took place. In what 
ways can you record a travelling experience without 
the photo album? 

Looking back, my time in education and work as a 
landscape architect has also played a large part in 
how I see and evaluate my surroundings. For my BA 
dissertation I wrote about The Complexity of a Path 
(1996) looking at how humans walk, how we design 
paths and how different qualities of design affect the 
users of a path. I included works and ideas by artists and 
thinkers such as Richard Long, Christo, Henry David 
Thoreau and Darwin (who had a daily thinking path). 
I was also lucky enough to discover Thomas A. Clark’s 
text In Praise of Walking in The Unpainted Landscape by 
Coracle Press (1987). One of his texts has remained with 
me ever since – ‘To be completely lost is a good thing on 
a walk’. For me, although it rarely happens, getting lost 
is always positive, even though it does not always feel 
so at the time. 

Getting Lost (A short, made long by getting lost, journey) 
(Image 2) is a book about exactly that: a bike ride that 
should have been easy, but my sense of direction and the 
lie of the land got the better of me. With the use of arrows 
and words associated with the experience, the book is a 
single sheet, spiral-cut concertina designed to confuse 
the reader into getting lost. It is read in different ways by 
each person who picks up the book and tries to navigate 
towards the end. I did eventually arrive late, bloody-
kneed, wet and muddy by bike from Chichester to South 
Ambersham. This work, like many others, was part of a 
larger body of work, and in this example, accompanied 
a series of screenprinted enamel signs of the arrows. 
These arrows were hung in a straight line in the trees of 
the sculpture garden at Peter’s Barn Gallery. 

I have made several books stemming from different 
types of travel methods, some from short trips, others 
spanning many years. I continue to explore ways of 
capturing new adventures. 

10 Significant Train Journeys (Image 3) takes 10 train 
tickets from 10 years worth of train trips, one for each 
year, and uses an enlarged version of the actual ticket 
as a way of documenting each journey. A concertina 
screenprinted book with perforated folds is reminiscent 
of tickets coming out of the ticket conductor’s machine. 
The reader of course has no idea why each ticket is 
significant, but can trace the train rides criss-crossing 
across the British Isles. 

Skiing for ten days above the tree line, from hut to hut 
in the Norwegian mountains, the minimal colours left a 
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Above - Image 4: Greetings from Norway, Imi Maufe, 2004

Above - Image 5: 36 tunnels and a Ferry, Imi Maufe, 2013

Above and left - Image 6: Japan Blues, Imi Maufe, 2015
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lasting impression: the white snow, black rocks and blue 
sky. This combined with the 1940s and 50s graphics in 
the Norwegian touring books left in the overnight shelter 
huts inspired the screenprinted concertina, Greetings 
from Norway (Image 4), reminiscent of tourist souvenir 
postcards from that time. 

A more recent book, 36 tunnels and a Ferry (Image 
5), is a documentation of a 5-hour bus ride from 
Bergen to Røldal in West Norway. I chose to ignore 
the breathtaking fjord and mountain scenery that we 
passed, instead focusing purely on the frequency of the 
road tunnels and their poetic names. It is just one way of 
describing that experience. 

JAPAN BLUES (Image 6) is the result of a trip to Japan 
travelling by trains from North to South in 2014. This 
book does not describe a single journey, but captures my 
travels in a new country and its culture. I was grabbed 
by the amount of blue objects in the landscape, often 
large-scale, both temporary and permanent. There were 
roofing materials, compost heaps, tarpaulins, traffic 
cones, walls, drying racks etc. Bright blue shone out 
among the green fields and woods, or in urban settings. 
These blue items, extracted from their environment, have 
been screenprinted onto Japanese wooden postcards and 
housed in a wooden box. Wooden boxes in Japan are 
frequently used to house and sell ceramics, and also for 
many other storage purposes, such as printing blocks 
and books. In exploring a new place I often spend time 
in small museums, hardware stores, and libraries to see 
what I can discover to use in my own work, things that 
will capture the spirit of a place.

In addition to these stand-alone books, I have also used 
the book form in larger projects, documenting place and 
experience as well as journeys.

In 2007/08 I was artist-in-residence for one year in 
Northumberland, for Visual Arts in Rural Communities. 
The year was spent being an active part of a very active 
community and observing the seasonal cycle of the least 
populated part of England. During the year I made 8 
book editions that documented the calendar of events, 
both natural and social, and concentrated on how one 
captures the essence of the place though a visitor’s eyes. 
The books, along with other artefacts, were housed in 
two different boxes. The first, a bookshelf box, was placed 
in the mobile library that travelled down the valley every 
two weeks. The box was on loan so that the users could 
take it home with them, just like any other book in the 
bus (Image 7). A larger, suitcase version was toured by 
bicycle at the end of the residency, stopping at schools 
and art venues along the way to Northern Print for a final 
exhibition titled Raffle Tickets and Midges (Image 8).

Above and below - Image 7: the mobile library and the 
specially made bookshelf box for loans in the community

Above and below - Image 8: the Raffle Tickets and Midges 
suitcase version on its tour, and the interior view. Photo: VARC
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Above and left - Image 9: A-Ö: Finnish countryside alphabet, 
Imi Maufe, 2016

Below - Image 10: LK243 UnderSail, installation view, 
Imi Maufe, 2012



11

In October 2015 I spent a one-month residency in the 
Finnish countryside based in one place, but explored the 
local area daily by bike. At the time I collected thoughts 
and photographed the isolated wooden buildings that 
were dotted in the open farming landscape. Unlike my 
time in Northumberland I had very little contact with 
the locals, just glimpses of their everyday life as I cycled 
past. By taking photos of their buildings I felt as if I 
was stealing part of their identity. The finished work 
happened afterwards, at The Letterpress Collective in 
Bristol. There, I created A-Ö: Finnish countryside alphabet 
(Image 9). The book uses four-word sentences to capture 
elements of my experience of the Finnish landscape and 
its unseen inhabitants. This alphabet is also printed onto 
index cards and housed in a box alongside a series of 
woodcut building images.

Another residency that resulted in a boxed book work 
was LK243 UnderSail (Image 10). I spent five weeks 
on board a small sailing boat with the Tall Ships Races 
2011, sailing from Ireland to Sweden via Greenock and 
Shetland, Scotland and Stavanger, Norway. 

Having no idea what the Tall Ships Races was about, my 
preconceived ideas about the residency being a tranquil 
sailing trip were quickly shattered. Instead this voyage 
was the equivalent of sailing to five very large music 
festivals at each port we visited, some with 500,000 
spectators and parades, parties and activities for all the 
family. After 3-4 days on land we set sail again, racing 
overnight in a small boat, where my only privacy for 
the five weeks was my bunk measuring 200 x 60 x 80 
cm, a space divided from the communal area by only a 
curtain! I realised that it was not so easy being an artist 
on board surrounded by at least 8 teenagers out of a total 
crew of 14, but did manage to collect 500 boat drawings 
from the general public and to cast 43 wooden postcards 
into the sea whilst on the voyage. After the voyage I 
collated and collected together my impressions of the 
trip, resulting in a bunk box full of books, prints, a film 
and other artefacts. This box was fitted into the gap at 

the end of my bunk during the voyage, and can now be 
used as a handling exhibition or displayed on the walls of 
a gallery. Two editioned books were printed digitally for 
inclusion in the box. Sea Postcards (Image 11) documents 
the project of the same name where 8 of the wooden 
postcards were found and returned. 

All Ships! Tall Ships! (Image 12) was based loosely on 
the Malbik Endar book, but this time using four-word 
sentences alongside coordinates to show positions of the 
events. Making notes in the ship’s log at 3am in rough 
seas paid off in the end (Image 13). 

Above - Image 10: LK243 UnderSail, postcard, Imi Maufe, 2011
Above - Image 12: All Ships! Tall Ships!, Imi Maufe, 2012
Below - Image 13: Imi Maufe at work on The Swan, 2011

Above - Image 12: Sea Postcards, Imi Maufe, 2012
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Above - Image 15: Voyage 
Boxed, curated by Imi 
Maufe and Rona Rangsch, 
2013

Left: - Image 15, detail:
Voyage Boxed, 2013

Below - Image 14: Voyage: 
sea journeys, island hopping 
and trans-oceanic concepts, 
view of the exhibition at 
Dortmund Künstlerhaus 
curated by Imi Maufe and 
Rona Rangsch, 2013
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Another project led on from this sailing experience 
when a like-minded artist, Rona Rangsch, asked me to 
co-curate an exhibition at the Dortmund Künstlerhaus, 
Germany in 2013. We choose the theme Voyage: sea 
journeys, island hopping and trans-oceanic concepts, and 
out of over 200 applications, selected 11 artists to take 
part. This was due to the space and budget, but I also 
created the opportunity to include 20 extra works by 
artists who make books in a book art section within the 
main exhibition. (Image 14)

After the Voyage exhibition many people wanted it to 
tour and so, Voyage Boxed (Image 15) was our answer 
to this – a collaborative small scale boxed version of 
the Voyage concept. 18 artists were invited, including 
4 of the book artists, the curators and the writer of the 
essay in the catalogue. The contents reflect the work in 
the original exhibition and the only other stipulations 
were that the works had to be 15 x 15 cm in size and in 
an edition of 50. Each artist received two boxes and the 
remainder are for sale. This box is a way to make a big 
exhibition small and has now travelled to exhibitions in 
USA, Canada and Europe.

I have developed the use of boxes in combination with 
book works to give the book a larger presence and to turn 
artists’ books into sculptural pieces. It has also allowed 
small works to be exhibited in a larger format.

This selection of works aims to show how I record 
a personal experience of travel and capturing place 
through my own eyes in a textural and visual way that 
allows the viewer / reader to experience just a fraction 
of the overall journey. This is in a way that is partly 
conceptual, part play with words, and pulls out facts 
and figures that struck home most about the experience. 
Playing with what is omitted and included, some of the 
works are linear, others not, some are about time, others 
about place and culture. I try and capture the small 
moments, close up details, the everyday occurrences 
and the chance happenings.

The structures in which I present the work are deliberate 
– a flip book form to delineate a journey through time 
and distance. A structure that one can never really read 
in the same way to get lost. These structures are often also 
worked out in the constraints of the printing methods 
that I choose to use (avoiding digital where possible) 
and sizes of paper. Some provide unexpected results 
such as 36 Tunnels and a Ferry which was printed on two 
sheets of paper, cut and folded. It has a kinetic, springy 
movement when played with in the hands, and when 
placed on a table the structure of the book itself creates 
a tunnel. The use of books for me is also a way to engage 
the public in art that can be handled, read and talked 
about. They are objects that are to be touched. 

Somehow I have become fixated by the use of words, 
and how that can lead to the omission of visual content. 
This I think comes from growing up (and being still) 
without a television. I became accustomed to visualising 
descriptions on radio and in books. I hope likewise 
that you get a sense of these journeys and voyages that 
only the traveller experiences and also forgets most of. 
What we remember is fascinating.

This collection of book works, related prints and 
sculptural work will be part of an exhibition I am 
currently working on called Translating Travels for 
Edinburgh Printmakers in 2018.

Imi Maufe is a British artist based in Bergen, Norway 
who has been collating travels and experiences since 
finishing her MA in Multidisciplinary Printmaking at the 
University of West of England in 2004. Often to be found 
on residencies in remote or unusual places, or exploring 
local surroundings by swimming, on foot, bike, boat or 
on skis. 

www.imimaufe.com 
bluedogtours@hotmail.com
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Book Arts Fayre, Ffotogallery, Hazard Press stand, 2010

Hazard Press, Signs Of Romantics In Cardiff, 2010
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A sense of humour, a sense of Cardiff, like
Geoautomusicalbiography in the books of Hazard Press

Jeremy Dixon

Introduction 
This article is a rather condensed and rejigged version 
of a presentation I gave to The Artist’s Book in Theory 
and Practice conference held at Cardiff University in 
December last year. The time spent preparing for the 
lecture and subsequently for a presentation to students 
at Carmarthen School of Art at Coleg Sir Gar and a 
first-ever solo Hazard Press exhibition at Bower Ashton 
Library, UWE, Bristol has been one of introspection and 
reappraisal, of starting to see connections between books, 
with past life events, and with making plans for future 
directions of work. 

The concept of place has been a prevalent theme in the 
development of artists’ books since the beginnings of the 
art form, and has often been linked to ideas of hidden 
knowledge, humour and the appropriation of found 
objects and ephemera. My aim for Hazard Press is to 
combine all these elements but in a very personal way 
that is specific to my life growing up and living in Cardiff 
and the surrounding countryside. This article looks at the 
links between Cardiff (and Wales Cymru) in my books 
and how they have rather unexpectedly formed an on-
going project of autobiography based on poetry, memory, 
queerness, music, images, and a delight in the accidental 
forms and diversions that the journey of planning and 
making an artist’s book can take. The subjects of Hazard 
Press books are very diverse, encompassing pilgrimages 
to the graves of the poets Emily Dickinson and Dylan 
Thomas, the songs of Shirley Bassey and Bobbie Gentry, 
the gay subculture of Chicago, and the weaving of vintage 
stamps into strips of paper. I will try and encompass most 
of the varied elements of Hazard Press by examining in 
detail seven titles.

Beginnings
I studied BA Design at North Staffordshire Polytechnic 
in the 1980s and subsequently began a career in 
graphic design, rising slowly from a Junior Designer 
in a Community Design office, to a Senior Designer in 
the Exhibition Department of Bristol Museum. This 
last post was in many ways my dream job but slowly I 
came to realise that if I wasn’t careful I would spend the 
whole of my working life helping advertise and exhibit 
the work of other artists and creative people rather 
than developing my own practice. An opportunity 
presented itself that allowed me to work freelance so I 
took it, and now I follow what I would term a portfolio 
career. I can trace the formation of Hazard Press to a 
very specific time and place – Saturday 15 August 2009 
at the Ffotogallery, Penarth. I was in Penarth, which is 

about 10 miles from where I live and grew up in the Vale 
of Glamorgan. I was trolling the charity shops  when I 
walked past Ffotogallery and was attracted by the sign 
outside, ‘Book Arts Fayre Today’. I went in and was 
amazed by the wealth of artistic expression the many 
stalls contained. For the first time I could see a way of 
combining all my interests in the fields of poetry, design, 
craft and collecting into one exciting and expansive 
form, the Artist’s Book. I still find it rather incredible that 
only eight months later I’d designed and produced eight 
different titles and had a stall at the next Ffotogallery Fair 
in April 2010. 

The name of my press came rather easily; Hazard 
is my middle name (this is a secret, please don’t tell 
anyone), a legacy from French ancestors on my paternal 
grandmother’s side. At school I felt so ashamed of my 
middle name, of my friends and teachers poking fun 
at it, that I let it contract to a capital H, the subject of 
unwinnable name-guessing contests. Even at college 
I overheard one librarian saying to their colleague: 
Well if you think that is a strange name, I’ve just 
processed a Hazard! The word also has an influence, the 
design aesthetic for Hazard Press incorporates the bright 
red of warning with the starkness and legibility of black 
and white. My background in graphic design and my 
experience of large and costly printing runs (which may 
lie forgotten in storage rooms, or necessitate reprints if 
they haven’t been proofread properly) made me decide 
from the outset that I would make the books myself in 
small editions, and try to ensure that each copy would 
be slightly different from one another. I want to make all 
Hazard Press titles look part of a whole, not in the design 
of strict rules and uniform typography, but rather in 
keeping to a similar colour palette and a small hand-held 
size. I don’t expect everyone to like my work, the only 
reason it exists is because I want it to. I don’t produce 
books with a view to selling huge quantities and making 
lots of money (!), but I make them for myself, and if just 
a few people like them, then that is fine by me. I want my 
books to be affordable, individual, evolving and in small 
runs so that when all have been sold then they are all 
gone, with no new editions or reprints.

Signs of Romantics in Cardiff: 
Wales/Humour/Autobiography
One of the books I produced ready for that first Book 
Art Fayre in Penarth was Signs of Romantics in Cardiff. 
It proved to be the start of an ongoing series of small 
books made from one sheet of A4 paper, folded four 
times, cut in the middle and then folded to form an 
eight-page booklet. I call this book format a micro-book. 
I decided that there will always be nine different titles in 
the series of micro-books, and that when one title sells 
out, I will make a new book with new content, rather 
than reprint. 
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Hazard Press, In Retail, 2012

Hazard Press, Wow Bow Wow Wow, 2014
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The aim is that a micro-book is the equivalent of a 
visual poem, linked images or photographs that can be 
interpreted in a number of ways. The early micro-books 
were printed on my old inkjet printer, but after my first 
visit to the Small Publishers’ Fair I realised that the finish 
was not good enough, and I dreaded rainy days when 
the wet from visitors hands would make the water-
soluble ink run. So I found a friendly production house 
in Cardiff who colour laser-print the flat sheets, leaving 
me to fold, hand finish and number stamp with a John 
Bull printing set. Signs of Romantics in Cardiff contains 
photographs of street furniture bearing the names of 
18th Century poets clustered around the Poets Corner 
Pub on City Road in Cardiff. When I was studying on 
my Foundation Course at Howard Gardens, this pub 
was one of our local haunts. Shelley and Wordsworth 
and Byron are within throwing up distance of the pub, 
but to find Coleridge’s dead end you have to search the 
car-showroom wastelands of Hadfield Road on the other 
side of the City. Preparing for the conference I realised 
that the book contained another subconscious piece of 
autobiography, I first snogged a man in a house on the 
site of Shelley Gardens. I am proud to report that this is 
Hazard Press’ best-selling micro-book, 75% of the edition 
has gone! The book will also serve as a memorial to the 
Poets Corner as it has just been announced that the pub 
will close and the site sold for development.

In Retail: Ephemera/Autobiography
Some Hazard Press books are books of my poetry. I love 
the flexibility that making my own books by hand allows 
me in terms of poetic choice, because in an edition of 
100 books I usually only make up batches of about 20 at 
a time. This gives me the freedom to amend, change, or 
even replace poems from copy to copy that conventional 
publishing doesn’t allow. The contents of book number 
1 may prove to be very different to the contents of book 
number 40 (so I’m afraid that for any librarians an 
ideal copy will be very hard to decide on!). In Retail is a 
volume of poems inspired by my (now-historic) part-
time job at a well-known High Street pharmacy (if you 
think of a word that rhymes with Hoots, then you are on 
the right track). Most of the poems began life as lines on 
a piece of till roll, scribbled on in the lull between sales. 
The tracing paper covers of the book contain a found 
shopping list bound into the front cover, making each 
copy unique. The lists themselves were rescued from the 
rubbish bin or shop floor by myself or by my colleagues 
once they knew what I was doing. There is also a set of 
linked In Retail badges based on the repeated refrain of 
one of the poems: Thank you for waiting; Do you need a 
bag; and, Please enter your PIN.

Wow Bow Wow Wow: Music/Ephemera/Autobiography
Truth be told, I was never a huge fan of punk rock, 
although I paid lip service to it to fit in with the rest of 

my schoolmates. I found the whole scene rather scary 
and aggressive, so my allegiance was always with Bow 
Wow Wow, the band Malcolm McLaren managed after 
the Sex Pistols broke up. My first memory of seeing 
the group was watching an afternoon talk show on 
ITV when I was off sick from school. The programme 
showed a segment of a Vivienne Westwood fashion show 
accompanied by Bow Wow Wow playing their song 
Chihuahua. I thought I must be hallucinating, that my 
Aspirin allergy was kicking in! The noise, colour, and 
camera angles made me feel I was a getting a glimpse 
into a parallel world of fashion, music, wildness and 
unknown possibilities. Many years later when trawling 
through eBay I found a set of ten vintage posters of the 
band and I just knew I had to buy them in order to create 
a book. Waiting for the posters to arrive in the post I 
came up with a design plan for the book Wow Bow Wow 
Wow, memories from original fans of seeing the band 
live would be overprinted on to cutout A4 sections of 
the poster using my laser printer. Facebook was an ideal 
vehicle to ask these fans to send me their recollections 
and enabled me to gather stories from all over the UK 
and even from the USA. All contributors received a copy 
of the finished book as payment. To maximise the use 
of the image of the band the format of the book follows 
that of a micro-book, folding one sheet of paper into 
an eight-page booklet. Two different areas of the poster 
photograph were used, producing 10 sheets of each area, 
making 20 sheets in total. One set of 10 has the title text 
decorated with silver foiling, the other set with gold 
(the content inside remains the same). I allowed myself 
two sheets for wastage and so the final edition was of 
18 books (nearly all now sold!). At one book fair I was 
very happy to meet a very colourful woman who had 
had Bow Wow Wow play at her birthday party way back 
in the early 1980s at the start of their career. After I had 
completed this article I was looking through some old 
college photographs, and in one picture of me in my first 
Halls of Residence flat, I am standing in front of exactly 
the same poster as I made the book from!

Cardiff Cracks: Wales/Music/Autobiography
I love the idea of making a book from one sheet of A4 
paper, that you try and cram as much use out of it as 
you can, also aiming to make it as environmentally 
aware as possible. The micro-books are one example, 
these Cardiff–Squares booklets another. For this Hazard 
Press format, the book is laser-printed on both sides of 
the paper, which is cut into thirds width-wise, folded 
and then stitched to form an almost-square 12-page 
booklet. The books don’t have conventional titles, as the 
cover comprises a block of text, which is designed to 
give a brief descriptive hint of the photo-story contained 
within. The first book in this ongoing series is a collection 
of photographs of the pavements of Cardiff Bay that I 
spent a couple of rainy afternoons taking. 
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Hazard Press, Cardiff Cracks, 2015

Hazard Press, He Said Meet Me At The Fountain, 2014
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I was inspired by the song The Girl From Tiger Bay 
written for Dame Shirley Bassey by Manic Street 
Preachers. The first line of the song is: There’s a crack 
in every pavement, underneath there is a beach. As well 
as highlighting the everyday beauty to be found in 
examining the ground beneath our feet, this book is also 
a less-obvious exercise in autobiography. As a gay man 
DSB has been and remains a major icon, I still have the 
ticket to the concert she played in Cardiff Castle where 
she imperiously told an admirer about to present her 
with a huge bunch of flowers not to call her Shurl. It is 
also hard to underestimate the power of the Manics in 
Wales; they are National idols and combine such energy, 
knowledge, politics and passion in their work. 

The book is a love letter to both artists as well as to 
Cardiff Bay, a place of rapid change and redevelopment, 
where you now find the long-time communities of my 
youth literally cheek-by-jowl with designer delicatessens 
and multi-million redevelopments. The Cardiff–Square is 
a series that will expand as and when inspiration strikes, 
the only proviso being that it must be photographically 
and geographically linked to the City of Cardiff.

He Said Meet Me At The Fountain: Ephemera/Queerness
The latest title in the Hazard Press micro-book series 
is He Said Meet Me At The Fountain. The germ of the 
idea came about when I found a vintage photograph on 
eBay of a handsome young man posing at the edge of 
a fountain that had a beautiful statue of an angel in the 
centre. I bought the photo and continued searching for 
handsome, man and fountain (some of the results were 
not exactly what I was looking for). I bought four suitable 
images and produced a mockup for the book but I felt it 
was somehow missing a certain oomph. So one month 
later on from finding that first photograph I looked again 
on eBay and to my great surprise found the twin to the 
original photograph, a man posing in almost the same 
spot on the same fountain. 

An older man sitting to the left of the frame was the same 
in both pictures and I am convinced that one man took 
a photograph of his friend and then they swapped places 
for another shot. On the off chance that someone might 
recognise the location, I posted the images to Facebook 
and surprisingly an American friend identified the place 
as Bethesda Fountain (Angel of the Waters) in Central 
Park, New York. The fountain was designed by Emma 
Stebbins in 1868 and has a prominent role in the play 
Angels in America: A Gay Fantasia on National Themes. 
This award-winning play by American playwright 
Tony Kushner, was written in 1993 and deals with the 
outbreak of the AIDS crisis in the mid-1980s. So now 
I had a collection of images that seemed to chime with 
each other in a kind of pre-1960s hint of gay desire, of 
cruising, of making friends, of secrets recorded on film, 
of a calm before the storm. In the final layout of the book 
the two friends at Bethesda Fountain are opposite each 
other in the centre pages, so when you close the book 
shut they touch each other, perhaps even kiss…

Six ERs Behind Bars: Ephemera/Autobiography
Clearing out the attic and finding an album of stamps 
dating back to my Secondary School Stamp Collectors 
Club proved the catalyst for this Hazard Press book. 
My inspiration for books is quite hard to describe, it is 
similar to an idea of a poem arriving, you don’t know 
quite what the outcome will be, but you know that you 
have found the core of something that needs to exist. 
So I looked at these first stamps from my schoolboy 
collection, lined up in rows in the album, sorted into 

Hazard Press, Cardiff Cracks, 2015

Hazard Press, He Said Meet Me At The Fountain, 2014
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Hazard Press, Six ERs Behind Bars, 2013

Hay Festival, Gelynion performance, 2015
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date and denomination order, and decided that the pretty 
coloured ones featuring the head of Queen Elizabeth 
(based on a photograph by Dorothy Wilding) would look 
good threaded in to the pages of a mini-zig-zag book. 
And from that idea of the format of the book the title 
flowed easily: Six ERs Behind Bars. Most people seem to 
love the book for its tactile quality, for its dinkyness, for 
its craft, and for the humour – look the Queen is behind 
bars of paper. Only a few seem to have recognise the 
Republican aspects! One man picked up the book at a 
fair and said: ‘Oh, to be a citizen and not a subject!’

There is also a connection back through time to one of 
the first books I ever made (and still have) when I was 
in Primary School, a book based on our study of the 
English Civil War. I can still remember how pleased I 
was to come up with the title: Cruel Necessity. It was the 
only time I can remember any kind of praise from my 
Headmaster, Mr Saunders, he peered down to read the 
cover and said: ‘Hmm, very good Dixon’. For those who 
didn’t spend their childhood immersed in 17th Century 
English history then, there is a theory (now-disproved) 
that in secret Oliver Cromwell visited the body of Charles 
I just after his execution and muttered: ‘Twas a cruel 
necessity, twas a cruel necessity’. The first few copies of 
the Six ERs Behind Bars edition contain those original 
stamps from my childhood collection, but they pretty 
soon ran out and so now I source all the stamps on eBay. 
After my presentation at the Cardiff conference a woman 

from the audience came over and said: ‘Do you have a 
copy of that book with you, I need to buy one from you 
right now!’ Luckily I did and she immediately slid it 
into her purse next to the photograph of her children. 
‘This is the start of my travelling artist’s book purse 
library,’ she said!

Gelynion: Wales/Collaboration
The book Gelynion was the result of a chance meeting 
with the poet SJ Fowler at the Small Publishers’ Fair in 
London. He had just bought one of my Anne Sexton 
Support Group badges and I said although this was my 
best-selling badge, he was the first man to have bought 
one. We had a brief chat about poetry and books and 
he moved on. A few months later he emailed me to see 
if I would be interested in producing a limited edition 
book as part of a writing programme he was managing, 
Gelynion: The Enemies Project in Wales. This was a 
major tour of Wales featuring collaborative readings and 
performances by a great number of poets. The core team 
of six poets who appeared at each venue comprised; Nia 
Davies, Joe Dunthorne, SJ Fowler, Eurig Salisbury, Zoe 
Skoulding and Rhys Trimble. He wanted the book to be a 
memento of the tour containing six collaborative poems 
that had been written by the six core poets working 
together. I was keen to be involved as I admired all six 
poets and recognised the innovative nature of the project. 

As it was only a couple of weeks before the first event I 
said I could make a book, but it would have to be very 
simple, small, and something I could produce completely 
at home. I decided on a micro-book-style format, but 

proto-Hazard Press, Cruel Necessity, 1974
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Small Publishers’ Fair, Hazard Press stand, 2015

Green Green, letterpress postcard, Hazard Press, 2016
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this time it was laser printed in black onto vellum paper. 
I really like this project because the size of the book 
dictated the size of the poetry, the poets were happy to 
write short-lined, six-line poems to fit the scale of the 
book. As a designer I have found it is usually the other 
way round, the poems dictate the form of the book. The 
cover design features a stylised X, which meant I could 
embellish this element with red metallic heat transfer 
film, again trying to make each copy individual. One 
of my favourite Hazard Press photographs is of the Hay 
Festival in 2015 where the six core poets are reading from 
Gelynion, if you look closely you can make out the X in 
the hands of each one.

Connections
One of the most unexpected consequences of running 
Hazard Press has been all the amazing connections it has 
allowed me to make. I have some great fans, like Keith 
and Debbie who turned up at the ‘turn the page’ book 
event in Norwich to take me out for lunch. My work has 
been exhibited around the world and if you search in the 
collections of Tate Britain and the Saison Poetry Library 
you will find my books there – this totally blows my 
mind and is such an unexpected outcome for me. 
One of my favourite stories about one of my books 
concerns the micro-book Finding Your Way To Dylan 
Thomas, which traces a photographic journey through 
the West Wales village of Laugharne, which was the 
inspiration for his play for voices Under Milk Wood (and 
is also one of my favourite places to visit, dating back to 
school English Language A-level trips). One visitor to the 
Small Publishers’ Fair stopped by my stall pointed at the 
micro-book and burst out laughing. She told me she had 
just bought a copy of it at the Minnesota Centre for Book 
Arts in Minneapolis (which apart from my website is the 
only place in the world that sells them). Not only that, 
she had then sent the book to her friend in London as a 
gift. So one of my tiny micro-books has travelled from 
Cardiff to London via the USA!

Conclusion/Thanks/Future Plans
I have found the community of Book Arts to be a 
wonderfully warm, embracing and supportive one. I am 
profoundly grateful to my three book art gurus: Sarah 
Bodman and Angie Butler of the University of the West 
of England, and Helen Mitchell, organiser of the Small 
Publishers’ Fair. Without their support, encouragement, 
understanding, and just pure getting of my work, I know 
I would not have had the confidence to have proceeded 
as I have with Hazard Press. This whole extended process 
of lecturing, writing, examining and understanding how 
and why I make the work that I do has also provided 
great insights into planning for the future. Not so much 
in terms of a master plan but rather in deciding on a 
more focused direction now that I can begin to see faint 
patterns emerging. I have just started letterpress printing 

using an Adana tabletop press. I want to move on from 
printing postcards to covers of books, and eventually the 
contents as well. The first artist’s book I intend to make 
using letterpress will be a mixture of processes and folds 
and has the title: Caught By A Wave. As micro-book 
editions sell out I will replace them with new titles, 
I think the first will be based on a selection of ‘Carte de 
visite’ I bought while visiting Gothenberg, the working 
title: Dead Fit Foreign Fellas. I also see a future that 
involves David Bowie, Star Wars, animation, erasure 
poetry, and some faster response ’zine-type booklets. 

At the end of my lecture in Cardiff a member of the 
audience came over and posed a very direct question that 
I had never been asked before: ‘Why are you making all 
these books?’ I was rather surprised when the answer 
sprang fully-formed and rather forcefully from my lips: 
‘Hazard Press is my FU to the world, I want to make 
people sit up, listen and notice me; it is a middle finger 
to all those people who bullied and taunted and belittled 
me in the past; it is who I am, who I was, and whoever I 
will be!’
 

Jeremy Dixon lives just outside Cardiff making artists’ 
books that combine poetry, photography and letterpress. 
He writes, designs, and makes all his books by hand, 
relishing the slight differences and imperfections that can 
result. His poetry has appeared both online and in print.
www.hazardpress.co.uk
@HazardPressUK
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(fig 1) Jane Hyslop, Wild Plants Collected in Midlothian, 2002, 17 x 26.5 x 2.5 cm, etched pages and screenprinted cover with slip-case, 
Midlothian UK. Photo: Jane Hyslop

(fig 2) Jane Hyslop, 
The Formal Garden, 
Dalkeith, 2013, 21 x 8 
cm, digital prints on 
a selection of papers, 
Midlothian UK. 
Photo: Jane Hyslop
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The Gardens | Edinburgh and La Géométrie Pratique

Jane Hyslop

Introduction
In this article I will provide a brief introduction to the 
ethos of my work, the themes repeatedly explored and 
its context and then go on to describe The Gardens | 
Edinburgh and La Géométrie Pratique. These are two 
major projects that were made for exhibitions in 
Scotland in 2015. 

An Overview
I make images through drawing, painting, printmaking 
and photography and these predominately find their way 
out into the world inside the pages of books, gathered 
in folios or placed in bespoke boxes. The artist’s book is 
a format that suits my purpose well. The book offers a 
recognised and established format that can be developed 
in challenging ways with boundaries to push against and 
puncture. Through my fascination in maps and diagrams 
I endeavour to convey information in visual form 
keeping text to a minimum. My goal is to make effective 
pieces of work that intrigue, engage and are pleasing 
to handle. 

The ordering and paring back of content that the book 
demands is an exacting and useful rigour. As a book 
artist I have to make critical decisions when considering 
all aspects of each new work. What is the purpose of the 
book, is there a narrative, what order will be the most 
effective, what are the most important inclusions, what 
can be edited, what can be emphasised and how? 

I appreciate simplicity of design and I reject complex or 
over-embellished solutions in the work. It is essential 
that each part of a book has purpose and relevance 
and it must function effectively and with a certain 
economy. Considerable time is involved in striving for 
this simplicity but this struggle must not be evident, I 
endeavour to ensure that the finished work demonstrates 
no hints of this.

The crafting of each book is extremely important and the 
process is an integral part of my creative practice. Each 
work requires continual testing through mock-ups and 
dummies. Particular choices of paper or other materials 
have important relevance – from a practical perspective 
they must be effective but they often also have qualities 
that enhance the work and add weight conceptually but 
that do not demand too much attention. They must sit 
quietly within the work as a whole and there is a careful 
balance to be struck here. 

Place is key. 
I was born and still live in Midlothian, which is just 

south of Edinburgh and this locality is at the heart of the 
work. It has a rich mix of history, mainly agricultural 
and industrial. I live less than a mile from Old Cockpen 
Church where many of my forebears are buried – families 
who worked the land and those who worked in the linen 
industry. It is almost impossible to imagine mills and 
villages on sites that now are wooded and overgrown. 
There are only tiny remnants of this industry that can 
be discovered in the woods by the South Esk, now a 
wild and idyllic setting. This reclamation of the land 
and the Scottish linen industry are themes that will 
re-emerge later.

There is a book in my shelves at home that I rediscovered 
relatively recently. It has a label pasted into the 
front cover stating that it was awarded to me in my 
penultimate year at Dalkeith High School on receiving 
first prize in Art and Geography. This underlines the 
enduring interest that I have held in these subjects and 
that remain at the forefront of my work. Perhaps I can 
describe myself as an artist geographer, I look at place, 
land use, social aspects and enjoy plans and diagrams. I 
sort and like to impart information via my work and this 
gives it a functionality that is satisfying to me. It must 
have an aesthetic appeal and purpose but the content is 
all-important.

An early book, Wild Plants Collected in Midlothian (fig 
1) is key in demonstrating this. Throughout childhood I 
played in and around the disused railway at the back of 
my house, outside or in derelict buildings and in autumn 
picking brambles in the cuttings, enjoying nature in a 
man made setting. 
This interest has endured and I have explored other 
post-industrial sites, the mines, all man-made hard and 
brutal. The sites themselves are fascinating but I became 
increasingly interested in the plants that re-inhabit these 
areas – the ‘weeds’. Wild Plants Collected in Midlothian 
is a concertina book that depicts them in a continuous 
chronology across a year. It demonstrates a love of 
location, a fascination with plants as well as an urge to 
order, to organise and to understand. It literally gathers 
the visual information and makes it legible through that 
afore mentioned paring back and simplifying.
Alongside this interest in the wild I am a gardener but 
one who finds it difficult to pull a weed – whether I find it 
pleasing in itself or I want to save it to draw at some later 
time. The idea of accepted and unwelcome plants is one 
that runs through my work.

Existing books and libraries also form invaluable source 
material. Clearly they are important in terms of research 
but I also explore formats, subtleties of binding, layouts 
and general book design that can have an impact on my 
finished works. For me, books really are an obsession.
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(fig 4) Jane Hyslop, Edinburgh, a visual handbook, 2007, 15 x 12.5cm, four colour litho, Midlothian UK. Photo: Jane Hyslop
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In my self-ascribed role of artist geographer I made a 
body of work in 2013 based in Dalkeith Estate, again 
a childhood playground of mine. Dalkeith had one of 
the earliest formal gardens in Scotland and The Formal 
Garden at Dalkeith (fig 2) demonstrates the impact 
existing volumes have. Its binding is inspired by the 
manner in which papers in the Buccleuch archive1  
are held in bundles. The book simply contrasts the 
complexity of the formal garden plan of 1690 with the 
blank sheet of green grass that now takes its place. 

During the early 19th Century Dalkeith boasted the 
largest gardens in Scotland where a wide variety of 
produce was grown and a large workforce was employed.  
In E. H. M. Cox’s book – A History of Gardening in 
Scotland2 he mentions that women were employed 
to weed the gardens. I was interested to explore this 
social division – the women with the lowliest of tasks. 
I researched in the Buccleuch archive to discover these 
women’s names and to afford them some recognition 
through a short series of books. I was appalled by the 
derisory manner in which they were listed on the wage 
slips, which led to the title of this series, Sundry Persons 
for Weeding the Gardens (fig 3).

Within these books are extracts from the lists of names 
of the women taken from their wage slips and quotes 
selected by Nicky Melville, writer, also from Dalkeith 
with whom I collaborated on this work. These quotes 
were selected from John Reid’s book, The Scots Gard’ner3  

that has been important in this and other works. It was 
published in 1683 and it was the first book to be written 
specifically about gardening in Scotland.
In Sundry Persons for Weeding the Gardens weeds are 
elevated into grand vessels that are based on elements 
taken from the architecture of the orangery in Dalkeith 
Estate, a rather grand edifice, now derelict. Instead of the 
names of the plants, which would normally be specimen 

pieces, the names of some of the weeders are noted. 
Perhaps we can think of them as the ‘flowers and the 
weeds’.
On the inside flap at the back of each of these books 
Nicky and I added further extracts from The Scots 
Gard’ner that describe aspects of plants and gardening 
but that can, when taken out of context and with only 
a small change of perspective be applied to the social 
position in which these women found themselves. 
For example: ‘breeding and selection rarely practised in 
Scotland’ and ‘poor kinds so often found in old Scottish 
gardens.’ (Reid, 1683: various) 

The Gardens | Edinburgh
From Dalkeith one only needs to travel 7 miles north 
to find ones self in the heart of Edinburgh. In 2007 
I published Edinburgh, a visual handbook (fig 4), an 
ambitious attempt to encapsulate Edinburgh’s geological 
history, its flora and fauna and the city’s architectural past 
and present in one small and concise volume. The paring 
back and testing that I mentioned earlier was vitally 
important here. 
Within the book there are foldouts that reveal what 
exists currently and what lies underneath, literally or 
historically. The book divides the city into its three 
distinct parts, the Old Town, the New Town and the 
valley where The Nor Loch once lay and where Princes 
Street Gardens sit now. One of the linking pages in 
the book depicts the transition between the Old Town 
and The New Town that cuts through the valley – The 
Mound. This leads me to the first of the main projects 
The Gardens | Edinburgh.

I created this body of work when I was an invited artist 
at the 2015 annual exhibition of Visual Art Scotland 
(VAS). This organisation is currently developing a fresh 
identity for itself as one that promotes art and design in 
Scotland and questions the links between these areas. 
The exhibition is held in the Royal Scottish Academy 
Galleries (RSA) that lie at the foot of The Mound in the 
heart of Princes Street Gardens (fig 5) and I was eager to 
make work that related closely to this site.

I titled the work The Gardens | Edinburgh intentionally 
and not Princes Street Gardens | Edinburgh because 
locally that is how people refer to them, ‘the gardens’ and 
I wanted a complete emphasis on a sense of locality. 

The Mound, mentioned earlier, now looks very much 
part of the surrounding landscape of the city but it is a 
relatively new addition. The Old Town is the original city 
of Edinburgh and it exploited its elevated position as a 
protection against attack. 
During the construction of the New Town however The 
Mound was created to enable travel between the Old 
Town and the New Town. The Mound was made with 

(fig 3) Jane Hyslop, Sundry Persons for Weeding the Gardens I, 
II and III, 2013, 30 x 20.5 cm, screenprinted on Pescia Book 
and Murano papers, Midlothian UK. Photo: Jane Hyslop
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(fig 5) View of Princes Street Gardens, Edinburgh. 
Photo: Jane Hyslop

Above: (fig 6) Jane Hyslop, The Gardens I, 2014-15, 15.5 x 31 x 9 cm, 
boxed set of items, Midlothian UK. Photo: Jack Luke

Below: (fig 7) Jane Hyslop, The Gardens I, 2014-15, 15.5 x 31 x 9 cm, 
boxed set of items, Midlothian UK. Photo: Jack Luke
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the waste material taken from the excavations in the New 
Town and in 17814 was considered a disgrace and an 
eyesore. In its early incarnation it was simply referred to 
as the Earthen Mound. 

When making the key piece of this series, The Gardens I 
(figs 6 & 7) I worked through several options in an 
endeavour to extend and expand the book and explore 
it in new ways ultimately creating a container that 
imitates the shape of The Mound – a wedge shaped box. 
Inadvertently I had re-visited the image from the linking 
image from Edinburgh, a visual handbook (fig 4). 
The grey coded colour of the Old Town at the spine, the 
green of the now grassed Mound and the sandy colour 
of the excavations for the New Town. This opens up to 
reveal a collection of objects, each relating to the gardens 
in some way.

As part of this work I was again interested in the plants 
in the garden and in particular the tension between the 
cultivated, accepted plants and the weeds. With this in 
mind the box contains a book of planting plans that refer 
back to John Reid’s early plans of 1683.5  
Princes Street Garden is obviously much later but it 
maintains elements of that 17th century obsession with 
control and formality in its numerous flowerbeds and in 
the grandest of styles with the incredibly regimented and 
world famous floral clock.

For the orderly planting of flowers there may be three 
ways, as first in the Bordures of pleasure Gardens or 
Courts, plant 5 rowes in the bordure, and Intermixe 
them orderly i.e. divide and plant every sundry sort 
through the whole Garden at equal distances, and not 
only so but every colour thereof also; let never two of a 
kind nor two of a colour stand together. 
(Reid, 1683: 29)

The floral clock is represented in 1 hour, a perforated 
paper segment, one 12th of a circle. This and the box 
expand on the idea of the book as a three dimensional 
object that contains meaning both literally and 
conceptually. 

Despite all efforts on the part of the current gardeners, 
the gardens still boast plenty of weeds. For example, 
I discovered wonderful clumps of rosebay willowherb 
and individual specimens of a huge number of weeds 
fighting their way through tiny cracks in the paving or 
around the edges of the flowerbeds. I was keen to record 
some of these plants and each box contains an original 
drawing of a weed collected from the gardens. 

The Nor Loch was drained to accommodate the gardens 
and the galleries where the VAS exhibition was held 
as well as the railway. A fragment of printed paper 

represents the loch from an earlier print that I had 
made of the loch, a literal scrap of my print and a 
representation of the Nor Loch with topographical 
notation added. 

Finally, The Gardens I (figs 6 & 7) contains a contents 
page that briefly explains each inclusion. 

The series The Gardens | Edinburgh included several 
folios of drawings. The Gardens is a folio of large 
drawings explores in greater detail the infiltration of 
weeds into Princes Street Gardens. Collected specimens 
are rendered in gouache, drawn in a manner to 
accentuate their freshness, life and beauty. These are set 
against pencil drawn plans of elements of the formal 
layout of the gardens as they are currently designed and 
from historical references. 

Planting Plans for Scottish Gardens (part of fig 8) explores 
the patterns and diagrams set out by John Reid6 in a 
playful manner. I delighted in inventing possibilities 
around these rather abstract notations. The symbols 
that represent certain species are set out in a regimented 
manner and patterns are created and developed.  

While these works consider the surroundings of the 
RSA Galleries, another aspect of the project analysed the 
history and purpose of the buildings themselves and their 
important role in the development of Scotland’s economy, 
art and design education and culture.
In the early 18th century, the building housed Scotland’s 
Board of Trustees for Manufacturers and Fisheries. 
They were tasked with improving the Scottish economy 
with a focus on the linen trade. They did this through 
supporting the industry but also by bringing a group of 
expert French weavers to Scotland to impart their skills 
and raise and refine the quality of Scottish linen.7 

(fig 8) Jane Hyslop, Diagrams for Weaving and Planting Plans for 
Scottish Gardens (with linen), 2015, 20 x 30.5 x 3 cm, folios of 
gouache and pencil drawings, Midlothian UK. Photo: Jack Luke
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(fig 9) Jane Hyslop, The Gardens | Edinburgh, 2015, Installation 
shot, Visual Art Scotland annual exhibition 2015, RSA Galleries, 
Edinburgh. Photo: Jane Hyslop

(fig10) Traquair House, The Scottish Borders. Photo: Jane Hyslop

(fig 11) Illustrations from La Géométrie Pratique, Mallet, A. (1702) Anisson Directeur de l’Imprimetric Royale, 
Paris, France. Photo: Jane Hyslop
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The main thrust of this development was commercial but 
it was soon appreciated that this could have further value 
and the Board set up the Scottish School of Design in 
1760 and this was seen as ‘the best means of ameliorating 
arts and manufactures in point of taste’. (Grant, 1882: 
Volume II, 86) 
This move is at the heart of Scottish art and design 
education with the Royal Scottish Academy that later 
took up residence in the buildings opening its doors to 
art students which in turn lead to the establishment of 
Edinburgh College of Art in 1906. 

To rely on a simple product to build commerce and raise 
aesthetic appreciation was ambitious and effective and 
other works were made as part of the series to reflect this. 
Diagrams for Weaving (part of fig 8) and Scottish Linen, 
a story highlight this core of activity that emanated from 
the very building where they were exhibited. Diagrams 
for Weaving (part of fig 8) is bound in Scottish linen 
woven by Peter Greig & Co Ltd,8 the last remaining linen 
mill in Scotland, and contains a series of drawings that 
depict a range of patterns for weaving, each becoming 
more refined. Scottish Linen, a story is a book made 
from a series of natural linen pages of differing weights 
and refinement echoing the actions of The Board of 
Manufacturers. In its heart sits a bookmark, made 
with linen and with embroidered symbols taken from 
Edinburgh’s Incorporation of Weavers coat of arms along 
with the name Nicholas d’Assaville who led the French 
weavers as they came to enlighten the Scots.9 

The Gardens | Edinburgh was exhibited in the main 
gallery of the RSA in a series of bespoke cabinets that 
were designed to fit the work and the space and to allow 
these artists books to have a real presence in such an 
imposing space (fig 9). They sat at the core of the RSA 
Galleries that in turn sit at the heart of Princes Street 
Gardens and so this series of books and folios were 
situated completely in their place.

La Géométrie Pratique
Later in 2015 I was invited to contribute to an exhibition 
entitled Curved Stream10 at Traquair House in the 
Scottish Borders (fig 10). I had undertaken a residency 
there not long after graduating and was keen to return 
with new perspectives.
Traquair is the oldest inhabited house in Scotland with 
a rich Jacobite history and a unique atmosphere. 
Eight artists were invited to install a piece of their work 
in the main house and to make an accompanying piece 
for one of two pavilions which are much more neutral 
spaces that stand in the garden on either side of the 
back of Traquair house. 

When I first stayed at Traquair I was privileged to have 
access to the Old Library in the evenings. I discovered 
many treasures there and this is an abiding memory. 
I was eager to explore this library again and to find 
something there to stimulate work.
I soon came across a series of 4 volumes – La Géométrie 
Pratique, published in Paris in 1702.11 
These chimed with John Reid’s book in that A Scots 
Gard’ner12 is underpinned with the setting out of land 
and gardens by careful measuring and creating diagrams. 
This slightly later series of books were packed with 
illustrations set out in the landscape, in gardens and 
around grand chateaux.

Much of the grandeur of Traquair’s gardens is now 
lost but there is a legacy of formality to aspects of its 
gardens. As I sat in the library studying the images in 
La Géométrie Pratique13 outside I could see the famous 
maze at Traquair, admittedly a relatively recent addition 
to the gardens but with resonances of formal gardens of 
the 17th and 18th centuries.
There were direct correlations between Traquair and 
the illustrations in the books and the idea of measuring 
and planning was illustrated in a rich and inspiring way 
throughout these volumes (fig 11). Geometric three-
dimensional forms were described and set within the 
gardens and this linked with the wedge of The Mound in 
The Gardens I (fig 5). As a result, this offered a new way 
of thinking about the gardens at Traquair and on forms 
within them.

On an early visit to Traquair in spring 2015 I was 
attracted to the orchard of ancient apple trees in the 
walled garden that are adorned with lichens. These 
offered complex subject matters for drawing and they 
were embellishments to the structures of the trees – a 
notion that I later developed, taking elements of the 
original drawings and applying these to geometric, 
measured shapes. 

I decided to install work on a table in the Old Library 
(fig12) where I had discovered the volumes that make 
up La Géométrie Pratique.14 Visitors are not permitted to 
enter but can look into the library from the door so the 
challenge was to make a book that offered up its contents 
to the viewers and be visible at a short distance. Options 
were explored by looking at constructed table top 
lecterns but this was a clumsy solution that would have 
detracted form the book itself. Finally I created a folio 
that was cut at an angle on the bottom edge which was 
completely functional but that also made for an unusual 
object. This allowed the folio to stand and present the 
imagery to the viewer. (figs 12 & 13)
This work envisages the garden designer at Traquair 
referring to La Géométrie Pratique15 while pondering 
plans for the gardens there. The drawings depict 
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(fig 12) Jane Hyslop, La Géométrie Pratique, 2015, installation shot, The Old Library, Traquair House. Photo: Jane Hyslop

(fig 13) Jane Hyslop, La Géométrie Pratique and La Pied de Roi, selection from series, various sizes and mediums. Photo: Jane Hyslop
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diagrams for three-dimensional forms that were in turn 
installed in one of the pavilions. Beside the folio are 
imagined measuring devices based on the French pied 
de roi system that existed until the revolution and is used 
and described in the volumes.

In the pavilion the three dimensional forms were created 
in paper and were apparently solid but paradoxically 
fragile, with digital prints of drawings that were made of 
the apple tree lichens. Their own measuring device is to 
hand – a larger, rougher version than those in The Old 
Library to be used outside in the gardens to measure 
out land. Each shape was taken directly from La 
Géométrie Pratique16 with reference to current features 
in the Traquair gardens. For example, one was adapted 
to fit with the proportions of a repeated element in the 
maze at Traquair.

These measuring devices resolve my creative ideology 
that starts with the subject matter and concludes with 
crafted objects that demand careful measuring and 
invite enquiry which creates a satisfying and complete 
relationship.

The two projects described in this article illustrate the 
traits of artist and geographer that reside within me. 
The artist endeavours through imagery to create links, to 
make accessible, engaging and effective works.
The geographer aims to record, to analyse and convey 
information that is rooted in place, usually localities that 
have personal links and relevance.
Underlying both of these aspirations is an ambition to be 
honest within the work and to explore the artist’s book 
in my own particular way, questioning how the book 
form can engage the audience in a way that has distinct 
resonances in this digital age. 

Jane Hyslop lives and works in Midlothian. 
She also lectures in Painting and Illustration at 
Edinburgh College of Art, The University of Edinburgh.
j.hyslop@ed.ac.uk
www.janehyslop.com
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Ken Botnick, Diderot Project, detail: title page, 2015
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Making the Book to Discover the Subject

Ken Botnick

A meeting in the Washington University library special 
collections is an annual event during my course in the 
history of graphic design. I always request a few plate 
volumes of Denis Diderot’s Encyclopédie, ou dictionnaire 
raisonné des sciences, des arts et des métiers to be included 
in the books laid out for study. In the volume on Natural 
History, among the many extraordinary engravings of 
animals and plants, I encountered the large, menacing 
eel coiled into the shape of an elaborately contoured 
question mark. Of the hundreds of plates I had seen, that 
eel was the one that ignited my imagination. In 2009 I 
began a work that would - unpredictably - occupy me for 
the next six years of my working, sleeping, and dreaming 
life; a book made in response to the Encyclopédie of 
Diderot. My project began as a visual investigation of the 
eleven plate volumes of the Encyclopédie during multiple 
trips made to our special collections to photograph 
the engravings. The single most important decision I 
made during the entire project was to begin by creating 
my own visual catalogue, as opposed to studying the 
academic literature on the Encyclopédie. In this way I 
was free to discover my own system for reading the plates 
and making correlations to my practice with books. My 
photo sessions became a kind of dérive, a stroll though 
a city constructed of the plates of the Encyclopédie. What 
eventually became my Diderot Project is not a book about 
the Encyclopédie of Diderot as much as it is a book of the 
Encyclopédie, or with it, or, even, because of it.
 
Production Details
The process of making this work could be compared 
to that of weaving: the warp of my book was made of 
the engravings of the Encyclopédie; the weft was spun 
from texts from forty different authors. The two primary 
authorial voices are Diderot’s, in selections from the 
Encyclopédie, and mine. The book is 150 pages and 
measures 11.25 x 7.25 inches. It required 220 press 
runs using over eight pounds of silver, black, gold, and 
transparent inks. There are six different papers, including 
an edition of paper made at Dieu Donné Paper in New 
York with three watermarks based on the engravings. 
The cover is hand made flax paper, made by Cave papers, 
triple dyed in indigo and walnut to obtain deep, rich 
black. I chose the flax paper because it is especially tough 
and improves in appearance with handling.  

Context
It is no secret that we are in a period of transition in 
our cultural relationship to the book, to reading, and to 
authorship. One of the swiftest transitions has been the 
disappearance of reference texts in new print editions. 
We can say with (almost) certainty that there will be no 

future printed encyclopedias. But while we have definitely 
gained unlimited and convenient access to a world of 
information, we’ve lost, in this fluidity, the possibility for 
insight into an author’s strategic organisation for a reader 
of a particular time and place. Where we now privilege 
information and data we are losing opportunities to 
question how, why, and what an author was thinking.   
 
Where is the artist’s book positioned in this moment of 
change? I consider the role of artists’ books relative to the 
field of book publishing to be similar to the role of poetry 
in its relationship to writing in general: not following 
the same rules as the rest of the field, they are generally 
shorter, and possess a distinct visual character conceived 
as a fundamental expression of their authorship. And so, 
for me, there was no other way to structure my response 
to the Encyclopédie than to make a book: making the 
book to discover the subject. I needed to explore the 
Encyclopédie’s thematic complexity by employing the 
vocabulary of materials and techniques of the book arts.

Process 
After each photo session I returned to my studio to 
catalogue the images into thematic folders. The earliest of 
my images treated the entire plate as my subject, but over 
time I began to look at ever-smaller details; fragments, 
or abstract patterns I found by looking inside the frame 
of the plates. I filled folders with collections of hammers, 
dividers, buckets, and other tools; images of hands shown 
in the context of a craft activity; the intricate patterns 
of the skin of insects and other animals; wall patterns 
and corners of rooms; and the faces of the Encyclopédie 
people - the workers, primarily, and their wealthy 
customers. While I had first known the plates through 
their more exotic subjects in the anatomy and zoology 
sections, my great realisation about the Encyclopédie 
was that over half the plates had craft processes as their 
subject. Craft was clearly at the heart of the Encyclopédie. 
This revelation about Diderot drove me to study his 
Encyclopédie entries to learn why this was so.

Diderot felt the knowledge possessed in the skilled hands 
of artisans was among the greatest riches of 18th century 
France. In several entries he laments the low status of 
the artisan, and condemns the elite as unproductive 
and useless. Images of hands, often disembodied, are 
found throughout the plates, as are images of tools and 
materials. The emphasis was clearly on the making: there 
are hundreds of images of process but almost none of 
finished products. The emphasis on process exposes a 
belief in making as thinking, and that resonated deeply 
with me given one of my primary research interests  
on the influence of craft in design thinking. Since 
2003 I have made numerous trips to India to study the 
relationship of people to tools, materials, and objects 
of utility. I have taken hundreds of photographs in 
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Above and below, figures 2 & 3: Ken Botnick, Diderot Project, detail: page, recto/verso, 2015
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Indian workshops of hands and tools and now I was 
encountering, in the Encyclopédie, images of a very 
similar sensibility in the form of 18th century engravings.

Another research interest of mine has been the study 
of visual perception as a factor in perceiving, and 
making, graphic design. The Encyclopédie engravings 
are masterful examples of how line and texture can be 
utilised to enhance perception of three-dimensional 
form via two-dimensional rendering. Several of these 
engravings were cropped and expanded with the 
intention of creating a more three-dimensional page 
surface. This, in turn, led to the use of fragmented bits 
of surface textures employed as abstract patterns on the 
page - subtle patterns floating beneath text and image - 
and the effect this might have on the reader’s perception 
of the conceptual continuity of the book. 

Extensive cataloguing of my photographs eventually 
suggested an organisational structure of three 
fundamental categories; the hand, the object, and 
the senses. This, surprisingly, corresponded to the 
organizational method of the Encyclopédie. Known as 
the “System of Human Knowledge,” it can be found as 
an informational chart in Jean le Rond d’Alembert’s 
Preliminary Discourse to the Encyclopédie, and employs 
an organisational framework for all encyclopedia entries 
to fall into three über categories - memory, reason, 
and imagination.
 
But while the engravings are beautiful and compelling, 
they didn’t tell the story I wanted to tell. The point of 
this project was to use the plates as departure point, as 
catalyst, not as an end. The process of defining a text 
that would expand and transform the images began 
in earnest with my study of the Preliminary Discourse. 
Finding key references in the Discourse led me to search 
the main Encyclopédie entries for passages I might 
adapt for pages of the book. During this process I was 
struck by the modernity of the language and ideas in the 
Encyclopédie. I began to see the opportunity for other 
voices to appear on the page with Diderot, to modify, 
translate, and interpret the meaning of the images and 
original entries. Juxtaposition of contemporary voices - 
Barthes, Foucault, Pamuk, Bachelard, Mumford, Flusser 
and others - expanded the “conversation” with Diderot. 
The effect of adding authorial voices was two-fold: it 
created a confluence of ideas on the page; it increased the 
opportunity for typographic complexity. 

Design 
The challenge, particularly in an artist’s book, is to 
create a book in which there is a mutuality of concept, 
design, and production. For a design to be successful it is 
important for it to communicate not only on a material 
level but also on a metaphorical level; creating the visual 

metaphors becomes one of the principle challenges. 
Three important design strategies emerged; transparency, 
pattern, and the typographic matrix. 

Transparency was originally intended as an interpretation 
of one of the most important of Diderot’s revolutionary 
concepts - his call for a society that endorsed a free 
currency of ideas for all citizens. But transparency soon 
came to have broader resonances, particularly as a 
metaphor for memory, in the sense that memory is not 
constructed of discreet experiences but in layers of one 
experience over another. Transparency in ink and paper 
permitted a cinematic overlay of ideas - as pages turn the 
visual composition transforms and grows in complexity.

It’s one thing to design for transparency and another to 
make it work in material (see figures 2, 3 & 4). 
The paper that made this possible is a commercial vellum 
called UV Ultra. 
To print letterpress on this paper requires a completely 
different approach than for printing on the rag paper 
found in the rest of the book. The printing plate requires 
multiple layers of thin ink applied before each print is 
pulled and the press can only deliver a kiss impression 
to the paper, otherwise the ink squishes, resulting in a 
nasty impression.

Patterns
I am fascinated by patterns, both visual and conceptual. 
My research in India has helped me see how we are, 
innately, pattern makers and perceivers. Making patterns 
is the way we bring order to our world; arranging objects, 
or concepts, into groups, making them accessible, 
knowable, and usable. In a pattern we group things 
in a field, the space between things is of perceptual 
importance equal to the things themselves. It is those 
spaces “in-between” that hold great power for me when 
I think about book design. When we make a book we 
are making patterns.

Figure 4: Ken Botnick, Diderot Project, detail, 2015
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Above and below, figures 5 & 6: Ken Botnick, Diderot Project, detail, 2015
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The Typographic Matrix
As the images and texts were coalescing into a narrative 
I developed a robust typographic system, or matrix, that 
would accomplish three things. First, it would create a 
strong visual pattern in contrast to the images; second, 
it had to reflect different voices on the page - using the 
typefaces Walbaum for Diderot’s writing, and Trade 
Gothic for the contemporary texts. Third, it would 
infuse the subject of the individual volume with its 
own typographic identity. In the first section, the type 
is shaped with soft curves to evoke a sense of material 
shaped in the hand (see figure 5).

The second section has the sharp angularity of material 
shaped by tools. The final section has a typography that 
challenges the visual perceptual system and conventions 
of traditional book typography (see figure 6).
The typography is shaped throughout the book, 
sometimes subtly, sometimes more aggressively. But the 
goal wasn’t to make shapes or pictures out of the words as 
much as it was to animate the space surrounding words, 
to activate this as a metaphor for the spaces in which I 
believe correlations, associations, and imaginative leaps 
are actually made. I liken the spaces between the printed 
things on the page to synapses between the neurons in 
the brain, those electrical bridges that make connections 
come alive.

This complexity demanded a design system that 
could maintain continuity while being adaptable to 
improvisation because I was designing each signature as 
the previous one was on press. This isn’t a system that I 
would recommend - but it lent a tension, and risk, to the 
production process that I had never experienced before. 
I’d wanted, for some time, to develop a project in which 
I could improvise on a theme as I went along. The model 
for this form of improvisation, for me, is John Coltrane 
and his version of the song “My Favorite Things” from 
the Sound of Music. At the beginning of each book design 
course I teach I play a recording of Julie Andrews singing 
it, then I play Coltrane’s version, telling the students that 
everything they need to know about book design can 
be found in the way Coltrane employs the theme and 
improvisational variations in his playing.

Volume One: The Hand
The hand has been at the heart of my work as craftsman, 
teacher, and design researcher, as long as I have been 
making things. But these interests have taken on 
heightened importance since suffering a neurological 
injury a few years ago that affected the use of my right 
hand. The images of hands found throughout the 
engravings, had particular resonance for me. Diderot 
considered the workshops an important source of 
France’s wealth, not merely for the products they made 
but for the particular knowledge derived from working 

with one’s hands. He understood this from birth - 
his father was a master metal smith who made surgical 
blades. Writing about the trades he says: 

Métier, this is the name one gives to those occupations 
which require the use of the hands and which are 
limited to a certain number of mechanical operations, 
all of which have the same goal, and which the worker 
repeats continuously. I do not know why this word is 
thought of in such bad terms; we owe to the métiers all 
objects necessary in life.

Passages like this one explain the emphasis on rendering 
the artisans and their workshops with such detail in 
the engravings. The intention was for the reader of the 
Encyclopédie to Diderot’s lament of the tradesman’s status 
and, by comparison, what he thinks of the elite, is clear 
when he writes: 

We are all too inclined to believe that it is beneath the 
dignity of the human spirit to apply oneself diligently 
and continuously to specific and concrete experiments 
and objects, and that our mind forgets its dignity when 
it descends to the study, let alone the practice, of the 
mechanical arts; the mind here stoops to questions in 
which research is laborious, reflection inglorious, and 
exposition difficult; This prejudice has tended to fill 
the cities with useless spectators and with proud men 
engaged in idle speculation, and the countryside with 
petty tyrants who are ignorant, lazy and disdainful. 

Volume Two; the Object
Our relationship to objects has changed. Because we no 
longer make the things we use we don’t think twice about 
disposing of them. The practice of making has almost 
completely disappeared from contemporary life, except 
for the specialised, luxury object. (Our thumbs are now 
more accustomed to skimming virtual keyboards than 
they are grasping hammers.) 

Figure 7: Ken Botnick, Diderot Project, detail, 2015
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Above and below, figures 8 & 9: Ken Botnick, Diderot Project, detail, 2015
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To make objects we need tools (see figures 8 & 9). 
The Encyclopédie is an exhaustive catalogue of tools made 
for every need. They are simple and knowable. This is one 
way of distinguishing a craft based, local economy from 
ours, in which objects are made by people we don’t know, 
in distant places, and in conditions we’d rather not see, 
all in the name of the lowest possible cost. The objects 
we use have become opaque to us - think, for example, of 
your smart phone - we don’t understand how they work, 
or who made them, or what the true costs of making 
them really are - and so, as a result, they feel disposable.

Two tools emerged as the ur tools of the Encyclopédie 
plates: the hammer and the divider or compass. They are 
both found throughout the plates in an incredible array 
of shapes and sizes. The hammer is included in almost 
every plate on the crafts, in every possible form. It is the 
extension of the hand that lends weight and force and 
steel to the conversation between mind and material.

The divider, or compass presents a clear contrast to the 
hammer; it shapes nothing. In fact, it simply gathers 
information and takes measure of the world. In that sense 
it might be considered the more modern idea of a tool, 
the information-gathering type we’ve come to rely on in 
our lives. But while the hammer hasn’t really changed in 
the time since it’s ancient origin, thousands of years ago, 
the divider came and went rather quickly by comparison. 
Our tools have become of shorter and shorter duration 
and we’ve been conditioned to think of that as a positive 
sign of progress.

Here is the second watermark from the volume on 
objects showing a divider, or compass (see figure 9).

Volume Three: Patterns, Perception, & The Senses
The image of the cube that can be perceptually flipped 
to appear protruding or receding, what we now call the 
Necker Cube, was a favourite motif for pattern makers 
of floor tiles. For me it was an opportunity to explore 
an aspect of visual perception in the final section on the 
senses, considering how we can render something in 
2D with the visual properties of 3D.

In the book, the image shifts as it crosses the gutter 
of the page, with the three-dimensional cubes  on  
the  left  flattening  across  the  gutter  to  become  the  
checkerboard  pattern.  This notion of shifting, of 
changing one’s perspective, became an idea that I 
wanted to explore in the physical structure of the book. 
The diptych created by the two-page spread represented 
a space where I could explore the possibilities of a change 
in perspective, conceptually, formally, and materially, 
as the eye moved from left to right across the spread 
(see figure 10).

This third section addresses visual perception, patterns, 
dreams, the animal world, and the importance of shifting 
one’s perspective.

I included an image of the camera obscura in the 
section on the senses because it addresses the theme of 
perceptual flipping, or a change in perspective. This also 
explores the use of instruments that help us see more 
than we are capable of seeing with the eyes alone, and 
I wanted to include it as homage to the origins of this 
project in the camera.

I love the people and their work places. The workshops 
are undoubtedly portrayed much more hospitably than 
they actually were, which was, most likely, grim, dank 
and dark. The faces of the young workers are youthful, 
even childlike, while their bodies, muscled and taut, 
appear to be the product of years of labour. Dress is 
sometimes difficult to reconcile with the activity: we find 
a lady dressed as if she’s going shopping immediately after 
she smoothed out a roll of lead. To what degree these 
images were propagandistic, or even wishful thinking, 
portraying the noble workers who might inherit 
positions of power in the next republic, is a question we 
cannot answer.

The formal construct of three sections also drove some 
of the visual devices, including gridded typographic 
constructions of the word ENCYCLOPEDIA, which 
repeat mantra-like throughout the book, morphing 
through several iterations. These function as markers of a 
conceptual shift in content, and reflect on the definition 
of the word encyclopedia, a chain of knowledge.

Reading, photographing, and organising the plates 
of the Encyclopédie I realised that Diderot and I were 
looking at some of the same phenomena - the hands, 
tools, and body postures, of the makers. We both saw the 
workshop as places of insight, doing what humans do 
extremely well - giving form to things. The Encyclopédie 
plates emphasise the artisans and the way they worked 
not the products of their labour. The artists who drew 
the plates were instructed to go to the workshops and 
observe without confusion, because they could not 
expect explanations from artisans who were not used 
to discussing their process. In 1750, writing in the 
Preliminary Discourse to the Encyclopédie, Diderot’s 
co-editor, d’Alembert explains this with one of the 
most beautiful lines ever written about studio practice: 
“in the workshop it is the moment that speaks and not 
the artisan.” (see figure 11).

The Encyclopédie was, at its time, the greatest gathering 
of images accumulated into one project. If we think about 
an “ecology of images” meaning how an image fits into 
larger systems of cultural meaning, and how we might 
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Above and below, figures 10 & 11: Ken Botnick, Diderot Project, detail, 2015
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assess its lasting value, it is possible for us to imagine 
what these plates might have meant for their readers. 
Compare that with our current ubiquity of digital images. 
We have quickly become accustomed to considering 
images as consumable and disposable commodities. 
Digitally searching images, we are constantly propelled 
forward, swiping feverishly to get to the next image, 
usually lingering only long enough to register how 
audacious an image is or that it received 50,000 hits in 
the last hour. I am certainly not a technophobe; this 
entire project is the product of various forms of digital 
media. But, as I recently said in class, I’m not interested 
in the number of hits as much as the number of dwells.

Ken Botnick is a printer/publisher of limited editions, 
publication designer, and Professor of Art / Director 
the Kranzberg Book Studio at Washington University 
in Saint Louis, USA. His most recent edition, Diderot 
Project, was awarded the Minnesota Center for Book 
Arts Biennial Prize in 2015 (http://mcbaprize.org).
www.kenbotnick.com
kb@kenbotnick.com
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Video still from Preface: What is a Book? (2015) Emma Bolland
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CATEGORY ERROR / CATEGORY TERROR

Emma Bolland

I

An Introduction

‘That is the introduction. Writing one allows a writer to try to set the terms of what he will write about. Accounts, excuses, 
apologies designed to reframe what follows after them, designed to draw a line between deficiencies in what the author writes 
and deficiencies in himself, leaving him, he hopes, a little better defended than he might otherwise be.’1

I have promised to write on categories, on questioning the category of artist’s book, to expand on a series of propositions 
made in the winter of last year; a questioning of what it might mean to define an object as an artist’s book, given the 
proximity of other categories: ‘art-writing’, or ‘the artist’s novel’ for instance.2 Can an artist’s book also be literature? Can 
we categorise the difference between an object and a text? Can we categorise the relationships between them? Can object 
and text have a life in the arena of moving image and performance, whilst still belonging to the category of artist’s book? 
When considering the artist’s book, is the quality of the haptic, the touchable, still, post-digital, a prerequisite? When an 
artist’s book is already a materially expanded form of art, what happens to its position when it itself is expanded? What is a 
category, and why does category matter (if, indeed, it matters at all)?3 Categories are certainly very useful things. As artists 
they help us locate our practice within a lineage, and engage in discourses with others about our work and our interests. 
But if we accept the Foucauldian proposition that categories are invented rather than discovered (which I do), and that 
such demarcation is subjective and fragile, breaking down when the distance between categories becomes too narrow, 
then the category of artist’s book might lose any solidity defined, for instance, by its materiality. If we were to accept such 
a proposition, then, paradoxically, the haptic, the object, might well become the intangible. My (oh so subjective) position 
is that we cling to categories, to nameable entities, for the dark purposes of securing the sense (however flawed) of the 
versions of our selves that most please us, and least frighten us; and that ‘the interstitial blanks separating all these entities 
from one another’4 are the terrifying ‘no-man’s lands’ where identity crumbles; and that our objects are another kind of 
object altogether, ‘an object of pleasure, which as such, is mirrored in the ego.’.5

II

Reframing Category as Experience

That is my introduction, and I write it to try and set the terms of this article, to try to construct a set of frames within which 
what follows; my subjective thoughts, my feelings, and indeed opinions, can be presented as discursive and informed. But 
the introduction is not quite complete, for I need some accounts, excuses, and apologies in order to justify my inability to 
write about categories (despite, as I have said, promising so to do), and to project my own deficiencies on the the concept 
of category; for this is the thing: I have decided that the concept of category is deficient, that the category of artist’s book is 
problematic, that its framing is not phenomenological or material, and that I am not even interested in categories as such, 
but only in how we attach ourselves to them, in how we might give them meaning.

I framed my introduction with a quote from Erving Goffman, whose book Frame Analysis (to reduce it to its simplest 
proposition) outlines the idea that any experience is framed by and situated in a series of socially agreed (or indeed 
contested) structures, and that these frameworks of experience are mutable, fragile, and constantly dissolving and 
reforming. I am trying to reframe category, to reframe the artist’s book, and to suggest that it is not an object, but a rather 
complicated and mutable experience, whose identity is subject to both collective and individual subjective interests and 
desires. Within this subjective reframing I am thinking that I cannot disentangle an artist’s book from a writer’s book, 
and that even in books where there are no words, the framing of the page, or even a trace or echo of the page, will conjure 
thought, which must reside in language. I am thinking that I cannot disentangle my readings (in both senses of the word) 
from the book as object, because my subjectivity will always turn it into something in which my other kind of object can 
reside. I am thinking, then, that my subjectivity can move this book object that becomes my other kind of object, into 
any kind of space in which the trace, or echo of the page resides. I am thinking that these spaces can be found in sound, 
performance, film, or reading, and many more besides.
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III

A Subjective Selection of Words Recurring in Chapter Five of Johanna Drucker’s The Century of Artists’ Books, 
‘The Book as Rare and Auratic Object’

Let me put my cards on the table. I am not a fan of overview books, and every word I write is subjective. No matter 
how gifted a writer, no matter how steeped in their subject, the author’s attempts to categorise, to define and delineate 
democratically, are, from the outset, doomed. As Drucker herself states, when considering a wider parameter of artworks 
that might fall into the category of artists’ books, to try to cover all such works would be ‘stretching the parameters of my 
discussion into an awkward shape…’ – or to put it another way, the categories of book she writes about are limited by 
the category of book she is trying to write.6 This is not to say such books, intelligently written (hers is), are not useful (on 
trawling the pages of Drucker’s exhaustive and admirable book I discovered works I had not seen), but they leave me no less 
sure about the parameters of the activity of making artists’ books that I may or may not be involved in. I isolate the chapter 
headings, the categories within the category. 

The Artist’s Book as Idea and Form
Conceptualizing the Book: Precedents, Poetics, and Philosophy
Artists’ Books and the Early 20th-Century Avant-Garde
The Artist’s Book as Democratic Multiple
The Artist’s Book as a Rare and/or Auratic Object
The Codex and its Variations
Self-Reflexivity in Book Form
The Book as a Visual Form
Books as Verbal Exploration
The Book as Sequence: Narrative and Non-narrative
The Artist’s Book as an Agent as Social Change
The Book as Conceptual Space (Performance and Exhibition)
The Book as Document
Metaphor and Form: The Artist’s Book in the 20th Century

I return to chapter five, take a pencil, nicely sharpened, and begin to circle recurring words.

Alchemy, Alchemical (x2), Arcane (x3), Attraction, Aura (x2), Auratic (x9), Authentic, Authentically, Being, Ceremony, 
Charge, Charged (x7), Cosmic, Cosmological, Elusive, Emanate, Emotional (x2), Energy (x4), Enigmatic, Erotically, 
Essential, Experience (x6), Fantasmatic, Feeling, Feels, Fetish (x2), Fetishism, Fetishistic (x5), Fetishization, Fetishized (x2), 
Icon, Imbue, Imbued, Intensity (x3), Intimate, Magical, Meaning (x5), Memory (x2), Metaphysically, Moving, Mysteries, 
Mysterious, Mystical (x2), Mystique, Myths, Nostalgic, Original (x2), Personal (x6), Power (x3), Precious (x4), Presence 
(x4), Private, Profound, Psychological, Reliquary, Resonance (x3), Resonances, Resonant, Response, Ritual, Secret, 
Seductive, Sexual, Sexually, Spiritual, Symbol, Tension, Transcendent, Transcends, Transformation (x4), Transformations 
(x5), Transformative (x2), Transformed (x5), Uncannily, Unique (x4), Uniqueness, Votive…

On book as ‘auratic or fetishistic’, Drucker suggests that these qualities have to do with ‘a level of psychological engagement 
in which emotional energy attaches to an object for reasons which cannot be explained through reason or conscious 
analysis.’7 However, the chapter attaches the quality of the ‘auratic’ only to a particular kind of book, those that in material 
terms could be said to be unique, rare, having the appearance of being aged or arcane, made of expensive materials, 
addressing overtly traumatic narratives such as The Holocaust, or ‘seeming to present the viewer with the raw materials 
of journal or experience’.8 The chapter presents me with a paradox: the recurrence of highly subjective words, of terms 
that relate to a production of emotional energy that is located within us as subjects (attraction, feeling, memory, response, 
transcendent), to position the site of production of emotional energy within the materiality of the object, or in the hands 
and experience of the artist. The possibility of the viewer or reader having any kind of agency, conscious or unconscious, 
engaging in a conscious or unconscious dialectic dialogue with the object, making it a different kind of ‘object’, 
independently of its stuff and its making, is never opened up.
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IV

Aura and L’Objet Petit a

Of course, if we talk of aura, we must talk of Walter Benjamin, who, although he does locate aura in the object (the work 
of art), challenges this location as natural or innate by positioning aura as contingent on historical, social, and economic 
forces in relation to cultural ideas of the authentic and the unique. In a footnote to The Work of Art in the Age of Mechanical 
Reproduction he writes: ‘The definition of the aura as a ‘unique phenomenon of a distance however close it may be’ 
represents nothing but the formulation of the cult value of the work of art in categories of space and time perception’.9 
Aura is movable, and it is we who move it.10

I think of the books that I experience as auratic, and find no relation between their materiality and my subjective list of 
recurring (subjective) words. They are, at various times, discreetly designed or visually chaotic, editioned or mass produced. 
If they have a commonality it is that they all offer an agency that extends outward from their own material frame, and into 
my subjective one. They become my objects in a way that goes beyond ownership. It is Johanna Drucker herself, writing 
within a different frame than that of the overview, who succinctly describes this agency when talking of an artist or art work 
as operating in an ‘active field of associations’, and that what makes works interesting ‘is not their didacticism, but their 
generative capacity’.11 I co-opt her statements to say that this generative capacity has to be individuated: allowed to reside in 
the subjective holding / looking / reading that is mine and yours.

Some Books I Wish I Had Written

• Sharon Kivland’s Freud on Holiday. Volume IV, A Cavernous Defile, Part I (2013). Exquisitely designed by Cube Art 
Editions in grey, white and purple, precisely written, and set in a serif font – Hoefler Text – in which a reflexive relation 
to the work of Sigmund Freud’s work, through an imagined account of his holidays, is presented using a range of 
methodologies including scripts, diaries, journeys, and personal photographs. In an act of intervention, reading as praxis, 
I undertook a reading of the book carried out entirely in my psychoanalyst’s waiting room, as I awaited the couch. I 
annotated in grey pencil and used page markers that echo the plum coloured basket weave of the inside jacket. The book is 
modified: almost mine…

Sharon Kivland, Freud on Holiday. Volume IV, A Cavernous Defile, Part I (20130. Photo: Emma Bolland, 2016
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• Joanna Walsh’s Shklovsky’s Zoo (2015). An edition of 150, printed on a single sheet of A3, folded down to A7, and given 
away free (I have one). Written while the author was unable to find and read a copy of Zoo (1923) by Viktor Shklovsky, a 
novel based on the real-life letters sent between Shklovsky and Elsa Triolet. The little ‘book’ plays with truth. I have never 
read it, but have heard the author read it twice, the form of the book and its tiny type causing her to squint, and turn the 
paper topsy-turvy to follow her own tale.

• Laure Prouvost’s Artist Book (2013). Prouvost frames her book as an artist’s book through her title, but through the 
missing apostrophe she merges herself with the book: within the book, she can be found. It overtly points to itself as an 
autobiography, but equally overtly points to its own duplicity. Like Walsh’s Shklovsky’s Zoo, it is auto-fictive, playing with the 
contradictory voices of the fictional and the autobiographical. Artist Book does this not just in textual, but in material and 
visual ways. Texts are variously formatted, variously literate, and written (seemingly) by a variety of characters. Visually, it 
is chaotic, and contradictory, calling to mind Ulisses Carriòn’s assertion that a book is a ‘sequence of spaces’.12 This sense of 
the book travelling between stations prompted another episode of reading as praxis, in which I read the book only when on 
trains, producing annotations, counter-texts, and films.
 

Some Books I Wish I Had Made

• The Edgelands Matchbox (2008). The matchbox was designed by Brian Lewis, a writer, and editor at Longbarrow Press, 
as an alternative form in which to publish Matthew Clegg’s poem sequence ‘Edgelands’.13 Its qualities of ephemerality and 
crafting (each one is laboriously handmade to order) mirror the qualities of Clegg’s poems, which carefully, precisely, 
describe the overlooked, the blurred edges of the city. Best of all, through form and function it provides Clegg with a kind of 
portable magic trick: pulling it from his top pocket and flipping out the concertinaed verses for ‘in situ’ performance. 

• A Book of Tears (2006). An A6 landscape format pamphlet made by Julie Johnstone. Grey cover, the title as a bottom third 
horizon in lower case. Opening the book, no text, just a graduation of hand torn pages. From crying to wounding. A book 
with no words that is all about words. 

Video still from A Book is a Sequence of Spaces* (riding on trains with L.P.). Part Two (2016), Emma Bolland
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Some Books That Are Not Books

• The Natural Forms (2015 and ongoing). A series of exhibitions by Sharon Kivland, reimagined, reinstalled as the series 
moves between venues. The work is concerned with a critique of capital, commodity, seduction, hysteria and the body, and 
the intersections of psychoanalysis and Marxism; its narrative might be said to be constructed through the relationships 
between its constituent works, between its ongoing reformulations, and between Kivland’s wider, extended practice. 

Matthew Clegg and Brian Lewis, The Edgelands Matchbox (2008). Photo: Emma Bolland, 2015

The Tracts, from The Natural Forms exhibition series, Sharon Kivland 2015 – 2016



50

The work seems to have the incremental effect of chapters: a durational construction through texts, objects, images, 
publications, and other things, of an artist’s novel, a novel which may move narrative beyond the confinements of the page 
and take place in and through a body of artworks.14 Foxes carry off underwear and lingerie, vitrines contain ermines (their 
little red caps referencing revolution and republic) engaged in close readings of Karl Marx, tables are set with with ribbon 
bound pamphlets, as if for a formal dinner where food is replaced with words. An artist’s book, an artist’s novel, mediated 
through an exhibition. 

Books-That-Are-Yet-To-Be-Written, Books-I-Will-One-Day-Write

Lacan’s term ‘Objet Petit a’, in my limited, pragmatic understanding (what I mean to say is, in a framework of understanding 
that is useful and accessible to me), is a symbolic, imaginary object, outside of myself, that I think will validate my sense 
of being.15 Of all the books that I find auratic, it is the Books-That-Are-Yet-To-Be-Written, the Books-I-Will-One-Day-
Write (or make) that are my most special, my most desired, my most perfect. They glow golden with seductive aura. In 
performing an act of ‘imaginary capture’, they constitute my favourite category: the pleasurable object in which my ideal 
self resides.16 The image they capture is an image of an artist, of an author (at this level of desire merely to be a writer is 
not enough) who is capable of making the work I want to be able to make; the work that will make me what I want to be, 
make me an object of desire. These imaginary, not yet written, not yet made books become symbols of the approving and 
admiring other. They are my ego mirror, validating me by returning my longing gaze. My name will adorn their covers, 
and they will shine. 

V

This Section is an Artist’s Book (Typeset in Perpetua, Italicised, Characters a Charcoal Grey)

Here I intervene, and assert an independence for this section. I expand the material and visual constraints of the article, the journal.

‘Dear Sarah’ (I email), ‘an odd question, but could you tell me what typeface you use for The Blue Notebook?’

She replies, promptly: ‘Minion Pro (I have had odder).’

My heart sinks... Minion Pro... I try to recall it... a bit like Garamond? Serifed, but not as pleasing? Too flat for my tastes. I prefer Perpetua, 
Palatino, Didot, Bodoni, perhaps even Cochin. Far more elegant, far more fluid. ‘Those tall ascenders!’.17  Worse, Minion Pro is not found in 
the font books of either  Word or Pages (but is found in those of InDesign and Final Cut). And I am cross because I so like to write in the font 
in which my texts are to be published, or in the form that I fantasise they might be published, were they to ever be published at all. I settle on 
Bookman Old Style, as it has something of the squatness of Minion.

How can an artist write without first attending to form?
Is this one of the ways in which all our books are artists’ books?
Is this a material symptom of my ‘Objet Petit a’?

VI

Rachel Genn’s Imaginary Book

INT. Tamper coffee house. Sheffield

EMMA: When we met before you were talking about wanting to rewrite / reformat the non-fiction book you are working 
on as an artist’s book…

RACHEL: Yeah… (pauses, briefly lifts her hand to her brow, thinking) …I’ve written it as chaptered, as a series of essays… 
(lifts her head up, animated – camera cuts to tight close up of her eyes) …so I’ve tried these forms, but it doesn’t quite, 
it doesn’t seem to…
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EMMA (interjecting): Satisfy you?

The waitress arrives. Cups are transferred awkwardly. Emma spills coffee on the table. Close up of the spill. Emma’s hand 
dabbing it with a napkin.

RACHEL: Well, I mean I’ve seen how filmic work, documentary is creatively… (pause) …dealt with. I’m thinking of 
Katerina Cizek… the way the work can be transformed to allow agency.18 I think the artist’s book offers that… a remediative 
transformation…

EMMA (interjecting): So you want the writing to go through a physical transformation, through the digital, and looping 
back to the physical as an artist’s book?

RACHEL: I have an idea than an artist’s book is a good place to put non-fiction next to fiction and allow them to interact – 
I see it as one of a number of open-ended propositions, the artist’s book might be one manifestation amongst a number of 
manifestations… that talk to each other…

EMMA (interjecting): A constellation of diverse bodies? …(pause)… What will your artist’s book look like?

Long pause.

They they suddenly laugh, attend to their drinks.

EMMA: I’m trying to write this thing about the category of artists’ books. There seems to be a foregrounding… or rather… 
(she rubs her face, yawns) …there seems to be an emphasis on the physical, the material, that the idea of category, of 
what the thing is, is only contained within the object, or emanates from it in some kind of ‘natural’ way… I’m having a 
problem with that, and I’m struggling to… what I mean is that I think we create the categories we need, or desire… (louder, 
exasperated) …for all kinds of reasons…

Quick cut to an adjacent table. Two men glance over at the rising tone.

RACHEL: You know, I’m thinking of machine learning… in terms of neural networks, the idea that we have to begin by 
imposing a capacity for representation upon ourselves…

EMMA (interjecting): You mean by imposing fixed categories?

RACHEL: Yes, but then the task of representing to yourself is refined through the all the additional data that we 
experience… the machine makes if I remember… iterative sweeps over the available data

EMMA: So… (pauses) …so the experience of an ongoing incremental addition of data allows us to reshape or redefine 
categories on an individual basis, and this refinement could be subjective?

They simultaneously lean back. Smile. Check their watches.19

VII

All Books Are Dreams

Since 2014 I have been making a series of films that in different ways examine subjective, personal, auto-fictive relations 
with ‘bookness’, ‘objectness’, ‘textness’ (I have no better way of putting this), which all, in different ways, address my relations 
with books as texts and objects, and with the processes of reading and writing. The latest works in this series, or rather 
the start of a new series that relates to but diverges from the old, are the Interior films (2016). The films set out to explore 
the written screenplay as an autonomous document, uncoupled from its endpoint, or disappearance in film, focusing on 
the concepts of the spatial locators of ‘interior’ and ‘exterior’, and use the film frame as a page for a writing that happens 
in, and responds to, the process of image editing, rather than a writing that directs it. This was, and is, a very curious 
experience. The software becomes like a page that moves through time, and the necessity of a reflexive and dialogic resizing 
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and rearranging of texts and layers disrupts the linearity of the writing process. Furthermore, when viewing the films, the 
experience of reading these floating texts puts patterns of interpretation into shuffle mode. I wanted to make an association 
between the ideas of ‘exterior’ and ‘interior’ (the screenplay abbreviations EXT. and INT.), and the psychoanalytical ideas of 
the conscious and unconscious mind, particularly in relation to Lacan’s proposition that the unconscious is structured like 
a language. Paradoxically, I needed an object to symbolise a space, and so found myself making, probably for the first time, 
an object that can, with hindsight, be unambiguously called an artist’s book. Made from foxed, semi-translucent paper, 
the locator ‘INT.’ is carefully painted with gouache in shades from palest to darkest grey (Perpetua, Hoefler, Edwardian 
Script…). In the film, it is placed on a silver lamé cloth. My hand slowly turns its pages, while over it, layered and shivering, 
other scenes and other words unfold.

INT.  That zone of shades

Where we know nothing of ourselves20

All books are dreams…

Emma Bolland is an artist and writer of interdisciplinary practice foregrounding auto-fiction, art-writing, film, drawing, 
and performance. Recent events include a performance/intervention at the Moving Performances Symposium, University 
of Oxford, (2016), and a solo exhibition at The Wild Pansy Project Space, University of Leeds (2016). Book-works include 
Lectolalia (2015) from a Leeds College of Art and Design Library Intervention residency, and a text-book for Micromegas 
Vagabond Flux exhibition and publication curated by Tracy Mackenna and Edwin Janssen. She has books in collections of 
the V&A, The Saison Poetry Library at the Royal Festival Hall, and Tate Britain, and is currently a part-time PhD researcher 
at Sheffield Hallam University.  emmabolland.com  |  @emmaZbolland

Video still from Interior #1.3 (2016) Emma Bolland
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Notes

1. Erving Goffman, Frame Analysis, p. 16

2. David Maroto and Joanna Zielinska, whose The Book Lovers 
research project raises the proposition of the artist’s novel. 
http://www.thebooklovers.info

3. I first raised these questions (though I am sure that others 
have done so before me), in a presentation I gave at Livres 
d’Artistes: The Artist’s Book in Theory and Practice, University 
of Cardiff, December 2015. You can find the presentation here: 
https://emmabolland.com/2015/12/22/conceptualising-the-
haptic-the-artists-book-in-the-expanded-field/

4. Michel Foucault, The Order of Things: An Archaeology of the 
Human Sciences, p. xvi

5. Jacques Lacan, The Four Fundamental Concepts of 
Psychoanalysis: The Seminar of Jacques Lacan, Book XI 1964, 
ed. by Jacques-Alain Miller, trans, by Alan Sheridan, New 
York: Norton 1998 [Le séminaire, Livre XI: Les quatre concepts 
fondamentaux de la psychanalyse, 1964, ed. by Jacques-Alain 
Miller Paris: Éditions du Seuil,1973], p. 241

6. Johanna Drucker, The Century of Artists’ Books, New York: 
Granary Books, 2004 [1994], p. 14

7. Drucker, ibid., p. 94

8. Drucker, ibid., p. 96–97

9. Walter Benjamin, ‘The Work of Art in the Age of Mechanical 
Reproduction’, trans. by Harry Zohn, Illuminations, ed. by 
Hannah Arendt, London, Pimlico, 1999 [‘Das Kunstwerk im 
Zeitalter seiner technischen Reproduzierbarkeit’, Zeitschrift für 
Sozialforschung, Munich: Deutscher Taschenbuch Verlag, 1936] 
p. 236

10. This is only my interpretation of his essay, and others may 
disagree with it, but I find it curious that there is no reference to 
Benjamin anywhere in Drucker’s book.

11. Johanna Drucker, ‘After After’, in The White Review, Issue 12 
Nov 2014. http://www.thewhitereview.org/art/after-after-2/

12. Ulisses Carrión, ‘The New Art of Making Books’, in Book, 
ed. by James Langon, Birmingham: Eastside Projects, 2010 
[‘The New Art of Making Books’, in Kontexts 6 /7, 1975, 
unpaginated]

13. The poems are also published in more orthodox, mass 
produced forms, including as a section of Clegg’s first full 
collection: West North East, Sheffield: Longbarrow Press, 2013

14. David Maroto and Joanna Zielinska, ibid.

15. Lacan, The Four Fundamental Concepts of Psychoanalysis: 
The Seminar of Jacques Lacan, Book XI, p. 65–119

16. Darian Leader and Judy Groves, Introducing Lacan, p. 21

17. This remark belongs to Steve Connell, editor at Verse 
Chorus Press, Portland, Oregon.

18. Katerina Cizek is a Canadian experimental documentary 
director. Her project Highrise is an ongoing multi-media 
exploration of high-rise living.

19. Rachel Genn is a writer, and recently a Leverhulme 
Fellowship Artist-in-Residence at the University of Sheffield, 
Department of Psychology, where she created a gallery-based 
installation; a quasi-institution called The National Facility For 
The Regulation Of Regret (NFRR). The project is extending into 
an interactive science/art piece, and she ‘dreams of the digital 
project producing a perfect child: the non-fiction artist’s book’. 
(http://www.rcwlitagency.com/authors/genn-rachel/), (http://
fivedials.com/portfolio/issue-33/) (http://granta.com/Reading-
Women/)

20. Text / voiceover dialogue from #Interior 1.2, Emma Bolland, 
2016
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Documents, 2013), also translated into Swedish, her 
collection of short stories The Mechanical Copula was 
published in English by Sternberg Press (Berlin/New 
York, 2010) and in French by editions ere (Paris, 2011). 
Her screenplay for the film Gonda was commissioned 
by Film London, and is directed by Ursula Mayer. 
She is founder/editor of The Happy Hypocrite a semi-
annual journal for and about experimental art writing: 
www.thehappyhypocrite.org

In 2009-10, she was the inaugural Writer in Residence 
at Whitechapel Gallery in London, and in 2008-9, 
the inaugural Critic in Residence at The Kadist Art 
Foundation in Paris. Maria is a Reader at Edinburgh 
College of Art and was Director of Art Writing at 
Goldsmiths, University of London. www.mariafusco.net

Susan Johanknecht is an artist and writer working 
under the imprint of Gefn Press. 

Her recent publications include Baring Antebellum 
and Bishopsgate Within. CITY A.M. She is currently 
co-curating Poetry of Unknown Words with Katharine 
Meynell, which is a development, transcription and 
homage to Iliazd’s La Poesie de mots inconnus (1949). 
The first section of this on-going project was launched 
at the Saison Poetry Library, South Bank in March 2012. 
Susan Johanknecht is Subject Leader of MA Book Arts, 
Camberwell College of Arts.

Jeff Rathermel is an artist, educator and arts 
administrator who lives and works in the United 
States. He is Executive Director of Minnesota Center 
for Book Arts (MCBA), the nation’s largest and most 
comprehensive institution dedicated to contemporary 
artists’ books. In addition, Rathermel is a visiting 
assistant professor at Carleton College in Northfield, 
Minnesota and a faculty member at the College of Visual 
Arts in Saint Paul, Minnesota. 

He holds Bachelors and Masters of Fine Arts degrees 
from the University of Minnesota where he studied 
printmaking, hand papermaking, digital arts and 
traditional binding. He has curated and organised 
countless book art exhibitions and his personal artwork 
has been shown and collected internationally.
www.mnbookarts.org

Dr Paulo Silveira lives in Porto Alegre, Brazil. 
He has degrees in; Fine Art (drawing and painting) and 
Communications, and a PhD in Visual Arts - History, 
Theory and Criticism, from the Universidade Federal do 
Rio Grande do Sul (UFRGS). 

Paulo is Professor for Art History of the Instituto de 
Artes at UFRGS, and also a member of the Comitê 
Brasileiro de História da Arte, CBHA (Brazilian 
Committee for the History of Art). He is the author of 
A página violada (the violated page) 2001, and regularly 
writes articles on contemporary art and artists’ books. 
He is a member (heading the artists’ books section) of 
the research group Veículos da Arte  - Vehicles of Art.

Ulrike Stoltz is an artist who lives and works in Germany 
and Italy. Her focus is on books, typography, texts, 
drawings, and installations. Ulrike is the Professor for 
Typography and Book Art and Design at the Hochschule 
für Bildende Künste Braunschweig, Germany (University 
of Art and Design, Braunschweig). Her last academic 
research project was on non-linear reading in books. 
Publication: Kreuz & Quer / Hin & Her. Zappen bzw. 
nicht-lineares Lesen im Buch. Ein Kaleidoskop. Offenbach 
am Main & Braunschweig, 2011. 

Her latest artist’s book (as practice-based research) 
with the title “Wer A sagt…” is a letterpress printing 
experiment: The book consists of all letters of the 
alphabet, one printed on top of the other, each page 
having one more letter. Thus, the last page has 25 print 
runs on the recto and 26 print runs on the verso. 
The printing ink has no pigments (i.e. varnish) thus 
creating a delicately growing transparency.

Co-founder and member of Unica T (“a ficticious person 
making real books”) for 15 years, until the group split 
in 2001. She has continued in artistic collaboration for 
almost 30 years with Uta Schneider as <usus>. 
www.boatbook.de / u.stoltz@boatbook.de
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Linda Williams (Cover, badge and sticker designs). 
Linda Williams is an artist working with text and image. 
Her cover for this issue is inspired by her forthcoming 
trip for World Book Night in 2017, where she will be 
hunting for the Loch Ness Monster along with a rag tag 
of artists, writers and musicians. She can be contacted at: 
lindasusanwilliams@gmail.com

ARTWORK CONTRIBUTORS

Elizabeth Lebon (page 4). Page 1 from 200 Memories, 
Boabooks, 2016. This is a newly published collection of 
two hundred poems constructed from a defined and 
recalled pre-written pool of two hundred words and 
phrases. 

Elizabeth Lebon was born in Leeds, UK in 1983 and 
is now based in Switzerland. She has published four 
books: 200 Memories, Spooool, Twelve Tapestries (all with 
Boabooks) and TEST / ANSWERS (backbonebooks). 
Encompassing poetry and prose, her work explores 
language through 
texts, book works, audio compositions, performances 
and installations. 

In addition to her art work and day job, Lebon now 
organises Reading Liberation, a radical reading 
community affiliated with The Liberated Page Union.

For more information, please contact her at 
elizabethlebon@outlook.com

Alex Simopoulos (aka Thisisopium) - endpage 56 - Alex 
Simopoulos (aka Thisisopium) is a multidisciplinary 
artist from Greece, currently based in London. He is 
a graduate of Panteion University and Athens School 
of Fine Arts, and holds an MA in Illustration from 
Camberwell College of Arts. His works span across 
both indoor and outdoor spaces, using a wide variety of 
media, with a main interest in creating public murals. He 
is at the forefront of the Greek urban art scene and has 
collaborated on various projects with artists from many 
backgrounds, exhibited solo in Athens and London and 
in group shows in the UK, Mexico and Spain. He has 
left his mark in various countries across the world, from 
Spain and Germany, to Greece and India. 

His work is based on a visual language full of spiritual 
symbolism, using nature and our detachment from it 
as a key point to discuss consciousness and the human 
condition with references that range from primitivism to 
surrealism. He is interested in mythology and legend as a 
source of folk anthropology, and especially on themes of 
the human condition and spirituality. Regarding his work 
on the public space, he focuses on the creation of “sacred 
spaces” contrasting the intensive treatment of public 
space in contemporary society with the exploration of 
abandoned spaces and voids in the urban complex.  His 
work has been featured in numerous publications and 
belongs in private and public collections in Greece and 
abroad. http://www.alexsimopoulos.com



56




	front.pdf
	tbn21.pdf
	back.pdf

