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Welcome to issue Twenty-six of The Blue Notebook

Many thanks to our contributors for this issue. We have 
a varied range of articles from Australia, Brazil, the USA 
and UK, as follows:

Amir Brito Cadôr writes about The book as performance, 
from the perspective of artists’ books practice in Brazil. 
His article is based on an exhibition he curated in Belo 
Horizonte in 2013, and a guest lecture on performative 
books at the State Library of Queensland, Brisbane, 
Australia in 2014. 

In Mark To Impress: Utilising New Tools, US-based artist 
Maria G Pisano of Memory Press discusses the pros and 
cons of some of her working practices. Relief printing 
plates have traditionally been carved with knives, gouges 
and been engraved on wood, stone, metals, etc. This is 
a laborious process, and in older times different artists 
specialised in creating the design, cutting the printing 
matrix and doing the printing. Creating fine detailed 
images was extremely difficult; laser plates do not have 
these constraints, once the photographic digital image 
is rendered, the machine responds to the finest line and 
detail. There is a hiccup however, laser-cutting text in 
relief creates problems - there is not enough remaining 
surface to hold the closely cut letters, and to actualise the 
cutting and printing the plates of two book works, Colors 
of Memory and Caudex Folium, this new technology 
required a novel approach.

Ana Paula Estrada is a Brisbane-based artist working 
in photography, oral history and artists’ books. She 
is currently undertaking her Master of Visual Arts 
by research degree at the Queensland College of Art, 
Griffith University, Brisbane, Australia. In Documenting 
Life Stories through Artists’ Books, Estrada considers 
the ethical implications of, and her approaches to 
working with two individuals, Kevin and Esta to 
present their stories. She examines how the artist’s book 
could contribute to alternative ways of recording and 
presenting oral histories.  

Artist Cat Miller reports on the first in a series of talks 
curated by Egidija Čiricaitė, Sophie Loss, Jeremy Jenkins 
and Richard Price at the British Library, London, UK. 
Artists’ Books Now :: Vol 1 :: Here and Now (April 2018) 
brought together artists, curators and librarians for an 
evening of talks about, and handling of artists’ books.

In The sketchbook and the Collider artist Ian Andrews 
describes his collaboration with particle physicist Kostas 
Nikolopoulos. Beginning from a series of hand drawn 
books, breaking out into site-specific collages and 
light-box mounted pieces. The work attempts to find 
equivalents between the visual language of the artist and 
the particle characteristics and interactions studied by 
the physicist.

Thank you to the artists who contributed pages for this
issue: Lee Shearman, Noriko Suzuki-Bosco, Iro Tsavala  
and typochondriacs (Gen Harrison).

Thanks also to Tom Sowden for the cover design for 
this issue. Tom took the photograph in the library study 
area of a university in the UK. Thinking about current 
national events, his idea that 'the party's over’ seems 
very topical.

Thanks 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/Italy) for their ongoing peer 
review duties and feedback to contributors.

The address for the PDF colour version of this issue is: 
www.bookarts.uwe.ac.uk/tbn/x197/45cd/tbn26.pdf

And finally, many thanks to our readers for supporting 
the publication of The Blue Notebook through your 
subscriptions. 

Sarah Bodman
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Antonio Manuel. Exposição de 0 a 24 horas, 1973, facsimile, collection of the author. Image courtesy Antonio Manuel.
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The book as performance 

Amir Brito Cadôr

Although it may be repeated or reenacted, each 
performance is a unique event, which, most of the time, 
depends on the presence of the artist. Different from 
theatrical enactment, performance does not present the 
illusion of events, but, on the contrary, it presents real 
events as a form of art. Many artists started to record 
such events in films, videos, photographs, texts, drawings 
and scores. Such records frequently appear in the pages 
of artists’ books, art works intentionally composed as the 
unfolding of the performance.

Artists’ books are works of art that can follow us 
anywhere anytime. This article focuses on Brazilian 
artists’ books that are performance and book at the same 
time, so that what was temporary becomes permanent, 
what was unique can be indefinitely repeated. The page 
sequence of the book lasts longer than the performance, 
as if it were continuous, or as if it is reenacted every time 
the book opens. Differing from video as a record, the 
book has the leverage of a direct interaction, in which the 
pages can be turned according to the reader’s will.
All the works hereby presented have in common the 
notion of experience, and depend on the interaction of 
the body and mind of the audience. Moreover, most of 
these books cost, at the time of their release, the price of 
a movie ticket, so that anyone could have a work of art in 
their homes, that is, a portable aesthetic experience.
The artists’ books connected to performance are a little 
known section of the contemporary artistic production. 
From the photographic record of a performance, 
that may or may not involve verbal accounts, to the 
performances enacted in front of a camera; the scores 
and instructions to the performances, graphically 
enacted, or that take place in the space of a page, to 
performative readings. Also, there is a set of books whose 
structure requires handling, and therefore cannot be 
presented in any other way: they place the reader in the 
performer’s shoes. 

DOCUMENTS
The recording of a performance may resemble a 
verbal account, a narrative, or a descriptive text that can 
be so detailed as to register every movement of the 
artist’s body.

The publication space can transform into physical 
space, into the place where an event happens, whether 
as a performance or an exhibition. Antonio Manuel’s 
exhibition at the Museum of Modern Art of Rio de 
Janeiro – MAM, was denied by censorship, so it occupied 
the pages of The Journal on July 15, 1973 (From 0 to 24 
Hours). According to his statement:

An exhibition in the MAM was denied in 1973, a 
harsh period with censorship and craziness. Then I 
take the censored exhibition and transformed it into 
iconographic material, gathered a couple of texts and 
created a newspaper-like structure, therefore inventing 
a new kind of platform to expose the prohibited works. 
Later I manage to have the result published in a six-
page section of O Jornal, which made the exhibition 
function independently from museums, dictatorship, 
censorship, etc. lasting 24 hours, which is the lasting 
period of a newspaper.

The ‘purpose of most of the documentation of the 
performance art is to make the work of the artist 
accessible to a bigger audience,’ and one of the most 
efficient ways to make that possible is the artist’s 
publication.

The documentation of a performance usually associates 
text and image, because in some cases the photographs 
are not sufficient to reconstruct the action. For Marina 
Abramovic, the photograph or video does not fulfill 
the real presentation of performance: there’s always 
something missing. The photographs are associated with 
a verbal account, a descriptive text or a narrative that 
may take the form of a diary, a biography or a report.

‘To those who see the photograph of a performance, the 
acquisition of the image is made through information, 
not experience.’ Some experiences are impossible to 
share with the audience, unless as information. The 
book Facsimile, published in 1979, portrays photographs 
and notes by the artist Artur Barrio making comments 
on a few of his actions. The manuscript seems to be a 
copy of his notebooks, a personal record that mixes the 
description of an action and the sensations and thoughts 
of the artist while executing it.

One of the pioneers of performance art in Brazil, Ivald 
Granato, collected photographs, photocopies, collages 
and paper clippings in the book Art Performance 
1964/1978. The borderline between life and art, work 
and documentation, is usually crossed - a paper headline 
informs us that the artist’s wedding gathered 10 thousand 
people in a public square, which became a big event.

Common or everyday situations, such as riding a bicycle, 
sleeping, brushing teeth, smoking a cigarette or climbing 
stairs may also be a theme for performances. It is an 
attempt to bring art and life together, blurring the 
limits between the two domains, and, at the same time, 
introducing a little humour to the circumspect world of 
art. ‘Through the presentation of the photographs and 
their actions, the artists take them over as part of 
a performance.’
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Daniela Maura, Manual de Boas Práticas, 2013. Photo: Amir Brito Cadôr, UFMG

Mary Dritschel, two pages - four sides for Corpo Extranho, 1982. Photo: Amir Brito Cadôr, UFMG
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In his homage to the sculptor George Segal, known for 
his plaster pieces, Lenora de Barros transforms the action 
into something unexpected and poetic - the foam created 
by the toothpaste occupies the entire face and head of the 
artist creating an amorphous white mask, like the pieces 
by Segal. 

PERFORMED PHOTOGRAPHY OR PERFORMANCE 
FOR THE CAMERA
Some performances are conceived and reenacted with 
the photograph as a goal, which implicates a technical 
accuracy, very different from the precarious photographic 
records of the 1960s and 1970s. After all, ‘the performing 
artists interested in preserving their work, rapidly 
became aware of the necessity of acting for the cameras.’  
That is when the performances oriented for the camera 
emerged, works that did not exist in a form other than a 
photograph, dispensed with the presence of the audience, 
performed with the participation of professional actors. 
To Philip Auslander, the presence of an initial audience is 
not relevant for the performance as ‘an entity whose life 
continues through its documentation.’

In some artists’ books, actors or models are hired to act 
in front of the camera, different from most performances, 
in which the body of the artist is the base of the work.

The duo Cláudia and Beatruz Jaguaribe used the 
interaction of text and image to create, as a photo novel, 
a comical narrative in Quem você pensa que ela é? 
(Who do you think she is?). The book has 38 images in 
different sizes that explore the visual possibilities of the 
layout and the framing of comic books. It is the story 
of three characters, played by Taumaturgo Ferreira, 
Petê Marchetti and Xuxa Lopes, in a love story plot that 
approaches jealousy, envy and the perception of 
one another. 

The collection Amor e Felicidade no Casamento (Love and 
happiness in marriage – 2007) is an experimental project 
in terms of design and photography made in partnership 
with Jonathas de Andrade and Yana Parente. Based on 
the homonym book, the text narrates the relationship 
of a couple in the 1960s, when it was published. 
The project embraces the aesthetics of that period 
to bring ‘matters regarding the respect of the moral 
structures that lay the foundation of middle class 
relationships’, and in a concealed way perpetuate even 
with the passing of decades. 

The artist herself is introduced as if she were a character, 
as part of a fictional narrative. Inspired by news in the 
Brazilian papers involving people with the same name 
as the artist Rosangela Rennó, the paper clippings were 
organised by the artist, and rewritten as monologues 
by the writer Alicia Duarte Penna in the book Espelho 

Diário (Daily Mirror - 2008). The 133 monologues 
are arranged as a diary of a multiple character named 
Rosângelas, and compresses eight years into one.

PERFORMANCE FOR THE PAGE
Performance for the page can be a collection of drawings, 
diagrams or photographs that refer to a graphic space. 
The action takes place on the pages of a book. These are 
works of art conceived considering the structure of the 
page or the book, as used by Michael Snow in Cover 
to Cover, presenting the same image of a person both 
from the front and the back, repeating the structure 
of the front/back of the page. More so than in other 
artists’  books that deal with performance, it is evident 
in this group of books as a continuous variation between 
acting and presenting. The artist uses graphic reading 
techniques to present a play that neither exists outside 
the book nor existed before the book was published.

For Allan Kaprow, one of the pioneers of the art of 
performance, the photograph has a diagrammatic 
function; it is meant to condense in a most graphic 
way, along with words, a certain kind  of informative 
structure. The artist uses models in such a way that the 
photograph becomes ‘as simple and direct as possible, so 
that, when the photograph is combined with the text of a 
particular play in the form of a booklet, it may be read as 
any manual.’ 

In some cases, a book with drawings may also be 
considered a performance. The book Manual de Boas 
Práticas (Good practice guide - 2013), by Daniela Maura, 
is a reenactment of photographs that presents a couple 
interacting in different situations. The scenes were 
photographed, and later drawn and transferred to the 
pages using carbon paper. The reproduction method that 
was chosen should update, in each exemplar, the instant 
captured in the photographs.

The representation of the artist’s body on the page may 
consider both sides of the sheet as a unit, showing 
the artist both from the front and the back, as if the 
photograph, which has two dimensions by definition, 
gained volume, even within minimal thickness. During 
her short residency in Brazil, the North-American artist 
Mary Dritschel made a contribution to the magazine 
Corpo Extranho (Strange body - 1982). The work is 
a sequence of photographs showing the artist from 
four points of view. The images perform what the title 
describes as two pages - four sides.

The body of the artist can enter the graphic space literally 
through the use of photocopies of fragments of their 
body made on a Xerox machine. Paulo Bruscky calls 
his action ‘xeroperformance,’ a ‘partnership’ with the 
machine to produce the images; whilst Hudinilson Jr. 
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Ivald Granato & Ulises Carrión, O Domador de Boca, 1978. Image from the book Fotolibros Latinoamericanos. 
Photo: Ian Bavington Jones

Moacy Cirne, objetos verbais: poemas-processo, Edições Ponto e Vírgula, 1979. Photo: Amir Brito Cadôr, UFMG
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simulates copulation in the series Exercício de me ver 
(Seeing me exercise - 1981). Are the photographs that 
show the naked artist on top of the printer a part of the 
documentation of the performance, or have they become 
works of art by virtue of the exhibition value?

In performances that were conceived for the page, 
photography may go beyond graphic interventions, 
and represent an action that did not actually exist. 
The photographic works of Luiz Carlos Rettamozo are 
situated between performance and photography, in which 
the photograph is not the record of a live action, but the 
place where it happened. On a photographic poster, the 
artist was photographed spray painting a blank wall. 
The gestures only simulated the action, but the drawing 
was made with an aerographer over printed paper. 
The spray painting surpasses the limits of the wall, 
occupying, then, the space of the page.

The image may also be observed as a diagram of the 
action. The performance Domador de boca (Mouth 
Tamer) was played for the first time in 1976, in which 
Ivald Granato gesticulates, yells, eats, and vomits. 
Later on, this performance was repeated in a studio for 
a photo shoot made by Julio Wakahara. The Mexican 
artist Ulises Carrión wrote a long single verse poem after 
seeing the photographs (‘Ivald Granato is the boa’). 
An acetate sheet printed with a colourful circle was 
inserted in the book before each photograph. For each 
situation the circle graphically represents a different 
action: yell, eat, vomit, etc.

INSTRUCTIONS/SCORES
Another way to present a performance to a larger 
audience, despite the geographic or time distances, is 
to elaborate scores or instructions so that anyone can 
perform it, as in the works of Fluxus artists, Robert 
Filliou, Mieko Shiomi, Benjamin Patterson and Yoko 
Ono. Most of them wrote books with small texts that look 
like poems. In such cases, the book is no longer a product 
or result of an action, but a proposition or instruction to 
perform an artistic action.

The legacy of the 1960s is updated in the proposals of 
young artists that want to bring art closer to life, creating 
unpretentious artworks. Felipe Bittencourt repeated the 
task of thinking of a performance every day when waking 
up, making a drawing of it, and posting it on a blog 
created for this purpose, until 10am every morning. 
And so it happened, day after day, page after page in the 
book Performance Diária, the artist made 365 proposals 
of daily performances without, however, realising any 
of them.

pf (por fazer / to be done) is a portable exhibition curated 
by Regina Melim with 36 participating artists. 

Each artist submitted instructions for an artwork to 
be 'done' or enacted by the reader. The book was freely 
distributed and its leaves are detachable and can move 
individually.

Moacy Cirne is a founding member of the Brazilian 
avant-garde movement poem/process. In the the 60s 
and 70s they made performances and happenings and 
circulated their publications by mail, in a similar vein to 
that of the Fluxus artists.   

READING AS PERFORMANCE
If a performance implicates the real through the physical 
presence of the body, the reading of certain artists’ 
books places the body in an active attitude, therefore 
performative. Word has it that the performance can only 
live if it is presented again. Some types of text depend 
on their reading – when I read Shakespeare out loud, 
Hamlet speaks through my mouth. Momento Vital 
(Vital moment) is a cursive text that appears little by 
little on each page, until the conclusion of the idea. 
The first word is ‘I’, the last is ‘end’. The artwork integrates 
the reader, the act of reading, and the book itself in the 
reader’s hands.

A book that has reading as a theme has been presented 
in a performance by Vera Chaves Barcellos, in 1979, 
and reenacted in 2013. An artist’s book is a type of work 
in which the meaning appears as the pages are turned, 
as we realise its structure sequentially. The new art of 
making books ‘creates specific reading conditions.’ 

TRACES
A direct action on the pages, done by the artist themself, 
or following the instructions left by them, results in a 
book: a gun shot on each of the one hundred exemplars 
of the edition, cuts and tears of the paper, or the imprint 
of hands or feet. The performative action has the book 
as a goal; is does not exist independently. At the same 
time, the book owes its existence to the performance that 
originated it.

Balada is an example of destructive action on a book, 
made by Nuno Ramos. The title is a pun, it means 
“shooting” and also “ballad”. It is a book of 896 pages shot 
through by a gun bullet which is lodged around page 700. 
What is the artwork in this case? Is it the action itself or 
what results from the action?

Alluding to dance diagrams, the artist Paulo Bruscky left 
his shoe prints on the poster Com passos em A2 (with 
steps on A2). The title refers to the format of the paper 
that was used in a series of booklets published by Regina 
Melim in Florianópolis, Brazil.
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Vera Chaves Barcellos, Momento vital, 1979. Photo: Amir Brito Cadôr, UFMG

Paulo Bruscky Com passos em A2 
(with steps on A2), in collaboration 
with Regina Melim, Par(ent)esis, 2011.
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PERFORMATIVE
The term ‘performative’, in the visual arts field, ‘is simply 
used to describe, identify, or quantify a certain artistic 
work that is related to the performance, or that has 
attributes connected to the performance.’ In the following 
examples, the approximation between the book and the 
performance is made by a material structure that invites 
the reader to handle it. The bookbinding (or lack thereof) 
allows the book to be reconfigured by the reader, through 
combinations of a limited group of themes (words or 
images). The reading is not just an intellectual action, a 
passive body attitude, but a gesture, a physical action in 
which the turning of pages may bring a new drawing or a 
new text to the surface.

In 1949, the Italian designer Bruno Munari started 
creating ‘unreadable books,’ which let go of all the 
pretension of textual communication in favor of pure 
aesthetics. These books use vibrant colourful pages 
strangely cut to communicate through forms and 
colour, without any written information. In the 1970s, 
Raymundo Colares made a series of books out of cut 
coloured paper, similar to those made by Munari. The 
cuts allow the reader to see more than just one page at a 
time, so that when turning the pages, new colours appear, 
forming a new configuration.

Some books does not have a binding. In Colidouescapo 
(Collide or escape), the poet Augusto de Campos 
proposes a composition exercise in which the vocabulary 
fragments meet and separate, sometimes forming known 
words, and at other times, forming new unpredictable 
ones. The detached and half folded sheets allow a 
constant reorganisation of the words, forming new 
verses. It is as if the poem emerged just at the instant that 
the book is handled.

The book Poemobiles (2012) consists of 12 three-
dimensional poems that invoke the reader to move its 
pieces. Augusto de Campos and Julio Plaza worked 
together in an effort to integrate text and image so that 
the handling of the cards with cuts and folds reveal 
other texts, shapes and colours. The book highlights the 
process, as the title indicates.

When looking at this set of art works, I realise that I still 
do not know how to answer some questions asked long 
ago: What can the body do? What can a book do? 
More than just answers, I hope that this text can produce 
more questions.

Amir Brito Cadôr is an artist, professor of Graphic Arts at 
the School of Fine Arts (EBA/UFMG) and curator of the 
UFMG Artist Book Collection in Belo Horizonte, Brazil. 
Publishing as Andante editions, his bookworks 

are in library and museum collections worldwide. 
He has curated exhibitions on artists’ books at the Centro 
Cultural São Paulo (SP), Sesc Pompeia (SP), Pampulha 
Art Museum (MG) and the Museum of Image and Sound 
of Santos (SP). His articles about artists’ books have been 
published in catalogues, magazines and books in Brazil, 
France, USA and UK. The UFMG Press published his 
book, The artist book and the encyclopedia, in 2016.

https://colecaolivrodeartista.wordpress.com

This article is based upon an exhibition that took place 
at the Pampulha Museum in Belo Horizonte, Brazil in 
2013 and a lecture at the State Library of Queensland, 
Brisbane, Australia in 2014. The exhibition catalogue is 
available at: https://www.academia.edu/10659126/O_
livro_como_performance
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Image 1: Maria G Pisano, Estate, 2014, Inverse-B+W+Text, InDesign document

Image 2: Maria G Pisano, Inverno, 2014, Inverse-detail, InDesign document

Image 3: Maria G Pisano, Inverno, 2014, Libretto, relief print, size: 6”H x 29”L
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Mark To Impress: Utilising New Tools 

Maria G Pisano – Memory Press

As an artist, my principal mode of expression is through 
printmaking and the artist’s book. The book as container 
can be the recipient of many ideas shaped to fit the artist’s 
conceptualisation; it integrates and explores all elements 
that I find challenging. The artist’s  book is a repository 
of one’s expressive work, continuing the tradition of 
communication, sharing and making one’s thoughts and 
ideas visible. Artists’  books are all encompassing in that 
they can synthesise the fields of drawing, painting, print 
and printmaking media, papermaking, typography, book 
design and many other creative venues. The book format, 
with its myriad transformative powers, can be used to 
bring together all fine arts components into a unique 
mode of expression. Book arts can combine the old and 
the new, from papermaking to computers, and can be 
used across disciplines as an expressive form. 

I was trained in traditional intaglio plate making and 
printing to achieve the rich and subtle tonalities, depth 
of line and form that the medium offers. Along the way, 
I was introduced to collagraphs. The reason for choosing 
this medium arose from my love of intaglio printing and 
for health concerns. After working for many years with 
etchings and the many harmful chemicals associated 
with printmaking, I found that collagraphs gave me 
the desired richness I was looking for in a print, and 
the ability to work in a non-toxic, healthy environment 
and allowed me to continue doing what I love. Making 
the plate is an additive process, where one can use any 
materials at their disposal to create a tonal value or a 
desired texture via layering, adding, subtracting. One can 
employ tapes, fabrics, carborundum, as well as combine 
the work with traditional printmaking media such as 
etchings, cutting directly into the plate, and anything that 
is at the disposal of the artist. The base plate can be any 
type of board, metal or plexiglass. Cleaning up is done 
entirely with cheap vegetable oil and soap and water.

Before embarking on a project, especially an editioned 
work, decisions need to be made and questions such as 
the following need to be considered:

Why are you doing this work?
How large is the edition going to be?
Do you have the budget to support such an endeavour?
What materials are going to be used? What media? 
Do you have the skills to accomplish your goal?
Are outside services going to be needed? If one does not 
have a press, who will print the work and what costs are 
associated with it?
Have you allotted enough time and resources to complete 
the project?

When making collagraph plates, I work using binder’s 
board for the plates and typically search and experiment 
with different textures to see what the end print will yield. 
To create the image, I gather materials that will afford 
me the versatility of textures and tones, and usually also 
cut grooved lines that print like a deep, bitten etching 
plate line. I use acrylic medium to adhere everything to 
the base plate and to seal the top once I have finished 
and let each layer dry before applying the next layer. 
Once the plate is finished it is coated several times with 
a spray lacquer to seal everything in and make the plate 
impermeable. 

Collagraphs can be printed both intaglio and relief, 
allowing the versatility to use numerous colours in one 
pass, with the use of stencils, pochoir, brayers and/or 
inking a la poupée. One can achieve very fine detailed 
lines in the plates using diverse cutting tools, which 
over the years have served me well in creating images 
and some larger text. To add 12pt or smaller text to 
book works, I have relied on diverse methods and tools, 
including polyester plate lithography, cyanotype from 
mylar output on a laser printer, text lines cut on hand 
stamps to print poems and letterpress from polymer 
plates and handset type.

Traditional relief plates such as woodcuts, wood/metal 
engravings, linocuts, etc., have a long history - they have 
been engraved and carved with knives, gravers, burins, 
gouges and other tools on end grain boxwood, maple, 
stone, metals, etc. Expert hands are needed to prepare 
the plates, and one may not have these skills. At one 
point this lack of expertise may have discouraged an 
artist. But media have changed and the computer, and 
design programmes have given artists other options to 
create and publish their own work and be empowered 
by these new technologies. One needs however to have 
some knowledge of how to create these files and have the 
design programmes available to them.

Enter laser engraving, another tool available to the artist 
to create relief and intaglio plates that can deliver both 
fine detailed lines and text. An image or text file can be 
sent directly from the computer to the laser bed, where 
an intense, pinpoint-sized spot of light burns the design 
onto the desired printing plate material. These files are 
prepared in Photoshop, InDesign, and/or Illustrator, 
with the specified requirements: high resolution, bitmap 
file, the design rendered in black and white and image 
and text inverted. The text is turned to outlines (vector 
format), which translates it into an image so that the 
text and layout chosen by the artist remain true, and will 
not be substituted if the laser studio does not have that 
font. The files, sent electronically to the laser studio are 
converted once again to a raster image with a chosen 
resolution that is specifically compatible with the laser’s 
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Image 4: Maria G Pisano, Colors of Memory, 2014, Four libretti w/box, printed from laser, relief and collagraph plates with 
cherrywood box enclosure

Image 5: Maria G Pisano, Primavera, 2014, Plate poem detail, intaglio laser engraved plate by Venture Laser
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software and finally the engraved plates can be executed. 
The black areas of the images are engraved on any desired 
material at a uniform depth, while the white areas of 
the image remain uncut (Image 1). It is also possible to 
have 8-bit grayscale relief engraving plates made where 
the engraved depth can vary, creating an image that has 
variable tone gradations when printed (Image 2 and 
Image 3).

Colors of Memory was my first artist’s book to use laser 
engraved plates. The work presents four environments 
that echo transformative experiences: Primavera, Estate, 
Autunno and Inverno. (Image 4) The accompanying 
poems resonate with patterns that span one’s lifetime 
alongside the natural patterns of the seasons. Each 
season is a marker, a passage, beginning with Primavera, 
a time of discovery and self-awareness and ending with 
Inverno, a time of fragility, loss and death. All poems are 
written by the artist, except Primavera, a haiku written by 
Michael Pisano.

The work is composed of four accordion libretti, which 
are relief printed from a combination of collagraph 
plates, wood and acrylic (Inverno) laser engraved plates 
(Image 5). The plate for Primavera, cherry veneer MDF, 
has both text and image intaglio engraved, so that the 
text and image are cut below the printing surface of the 
plate. The Estate plate is relief engraved, so the text and 
image remain above the plate. The printing of the text 
worked well in both instances. Both are printed in relief, 
Primavera with a rainbow roll and Estate printed in three 
colours combining a collagraph plate, a laser engraved 
plate and pochoir for the pink flowers, all hand printed 
on a Charles Brand etching press by the artist (Image 6 
and Image 7).

Caudex Folium, my most recent work to use laser cut 
plates was inspired by the Callery Pear Survivor Tree and 
celebrates the return of the tree to the 9-11 Memorial 
Plaza in New York, after it was nursed back to health 
and replanted in 2010 between the two memorial pools. 
Today the tree stands as a symbol of strength, resilience 
and the indestructible spirit of hope despite adversity  
(Image 8).
 
The work began with a series of photographs taken on 
site over the years, to see how the tree colours changed 
through the seasons. Some of the photos were selected, 
edited and manipulated and made ready to have the laser 
woodblock plates cut, others were used as inspiration 
for the collagraph plates. Subsequently the pages were 
printed intaglio and relief on an etching press. The book 
includes two of my poems, the story of the tree and  
pop-up elements and cut stencils. The work is printed 
on diverse papers to enhance its tactile experience. 
The spine, a collagraph print of a tree, expands and 

symbolically holds the book up. An accordion spine 
with the folios sewn into its structure, with coptic bound 
wooden covers, completes the binding. 

In Caudex Folium, laser engraved ¼” maple over MDF 
wood plates were chosen especially because of the theme 
of the work (Image 9). The 12.5pt text for the story 
covering both pages of a folio along with the poems, title 
and colophon pages showed the laser’s limitations and 
challenges, necessitating the re-design of the original 
conception and printing of the plates. The hiccup is that, 
unlike polymer plates that can hold fine details such as 
a period in relief on the plate, a laser plate cut in relief 
cannot hold fine independent details, and lacks enough 
remaining surface to hold the closely cut letters or a fine 
detailed image. Thus all text and images of the Survivor 
Tree plates were cut intaglio; only the flower pop-up plate 
image was cut in relief (Image 10 and Image 11). 

I had wanted to ink and print only the text on the Rives 
BFK pages and leave the background the white of the 
paper. This however, was not possible. The challenge 
now was how to break up the solid background colour 
across the page of text of the story folio. The solution 
came with the addition of a printed and cut folio (on 
Fabriano Tiziano paper) of tree branches, which reflect 
the growing tree and when turned reveal the story 
(Image 12). The answer for the title and colophon pages 
was the use of a stencil that created an image that can be 
seen either as a tree or a face - referencing the survivors  
(Image 13). 

While on the poems page a collagraph plate of tree 
branches was printed to encircle the page and highlight 
the two poems, with the addition of a stencil used to 
separate the poems and create a pop-up centre (Image 
14).

Technology such as my use of laser cut wood and 
plexiglass plates to actualise the designs has added an 
alternative approach to creating the surfaces from which 
I can hand print my pages. I can devote more time to 

Image 13: Maria G Pisano, Caudex Folium, 2016, colophon and 
title detail, relief prints, using stencil, size: each 11”H x 10W
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Image 6: Maria G Pisano, Primavera, 2014, Libretto, relief printed in a rainbow roll, size: 6”H x 29”L 

Image 7: Maria G Pisano, Estate, 2014, Libretto, printed in three colours combining a collagraph plate, a laser engraved plate and 
pochoir for the pink flowers, size: 6”H x 29”L

Image 8: Maria G Pisano, Caudex Folium, 2016, Callery Pear tree print, relief print with rainbow roll 
and stencil mask for grey lower portion of plate, size: 11”H x 20W



20

Image 9: Maria G Pisano, Caudex Folium, 2016, Tree laser intaglio plate, Callery Pear page detail, intaglio engraved laser plate by 
Venture Laser from an original photograph by MG Pisano, size: 11”H x 20

Image 10: Maria G Pisano, Caudex Folium, 2016, Flower laser plate detail, relief engraved laser plate, size: 11”H x 20W
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Image 11: Maria G Pisano, Caudex Folium, 2016, Printed flower page detail, relief print w/pop-up flower, size: 11”H x 20W

Image 12: Maria G Pisano, Caudex Folium, 2016, Story spread with overlay of hand cut leaf branches folio, both relief printed, 
size: 11”H x 20W
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the design, printing and binding of the work. These laser 
plates are created outside my studio, returning to the 
old system of collaboration between engraver and artist/
printer. The close relationship with Venture Laser, run 
by Paul Castellana, who was willing to work in adapting 
my designs and experiment with me on the best resulting 
prints the laser engraved plates could deliver, was very 
important in the success of both books.

As with any media, there are pros and cons: the plates are 
expensive to make; the right type of wood and thickness 
need to be chosen so they do not warp when printing; 
there is the advantage of being able to use any type of 
material to cut a design into; and the plates can be made 
type high for proofing presses, or thinner for an etching 
press. Having the versatility of multiple methods of 
plate making and printing, both relief and intaglio have 
enlarged the vocabulary and given artists more flexibility 
to publish their own work while allowing a wider range 
of experimentation. This freedom results in a more 
personal voice in which artists can express themselves 
and is a testament to the continuous energies that they 
bring to the evolution of the printed page.

Maria G. Pisano (USA) is a book artist, curator and 
educator and her prints and book works, printed 
under the Memory Press imprint, are represented in 
The Library of Congress, Carnegie Mellon University, 
Columbia University, Wesleyan University, and more. 

Over the years she has exhibited widely in one-person 
and group shows in the USA and abroad. Ms. Pisano has 
presented lectures at the Library of Congress, College 
Book Arts Association and the Art Libraries Society 
of North America. She has published articles in Book 
Arts publications including in 2018, the Journal of the 
California Society of Printmakers and has presented 

Image 14: Maria G Pisano, Caudex Folium, 2016, Poems page 
detail, relief printed - hand cut stencil of perimeter, poems 
and pop-up centre design, size: 11”H x 20W

workshops at Bridwell Library, Dallas TX, Center for 
Book Arts in NYC, Professione Libro in Italy and many 
other venues. To see additional works by the artist, please 
visit: http://mariagpisano.com
Email: mgpstudio252@gmail.com

NOTE: All laser engraved plates were made by Paul 
Castellana, Venture Laser, from photographs and 
drawings by the artist, Maria G Pisano at Memory Press 
studio. The artist printed all the works at her studio on a 
Charles Brand etching press. 
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Memorandum, Ana Paula Estrada, 2016

Memorandum, Ana Paula Estrada, 2016
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Documenting Life Stories through Artists’ Books

Ana Paula Estrada
Queensland College of Art, Brisbane, Australia

Introduction
In this paper, I will examine how the artist book can 
contribute alternative ways of recording and presenting 
oral histories. In the first section, I will introduce a 
series of theoretical findings that relate to my research; 
to illustrate Walter Ong’s, Ulises Carrión’s and Carlo 
Ginsburg’s statements, I will examine a case from my 
own work in which I identified a problem that emerged 
during the process of transcribing an oral story into text.
In the second section, I will describe my methodology 
of recording oral histories, and how I have been able to 
employ properties and devices associated with ‘the book’ 
to find solutions and to address some concepts and ideas. 
Moreover, I will compare ‘the book’ with other mediums, 
such as text and still photography, which could also be 
used to ‘solve’ the problem that I face while transcribing 
conversations. However, I will argue that these other 
forms are not ideal for this purpose. 
Finally, in the last section, I will conclude by suggesting 
that the artist book is an ideal medium for documenting 
biographies, and I will explain its merit and potential by 
listing some of the most significant characteristics that 
I have identified through my own studio process. 

Documenting Life Stories through Artists’ Books
Kevin and Esta are two elderly individuals with whom I 
have been meeting regularly for the period of two years. 
My books-in-progress present their life stories through 
combinations of text and images. The written stories 
are narrated in the first person having being extracted 
from extended conversations with them—usually in 
their homes. My methodology is influenced by Italian 
microhistorian, Carlo Ginzburg,1 who suggests that a 
historian should observe, identify, and interpret details 
that are commonly thought of as ‘irrelevant’. During my 
conversations with Kevin and Esta, implicit information 
catches my attention. For example, the fact that Kevin 
remains silent for long periods when he talks about his 
mother, or that Esta sighs and makes ‘strange’ gestures 
when she describes her wedding day. What do these 
signs mean? How relevant is it to include them in the 
story? Most importantly, how can I translate them onto 
the page?

In his essay ‘The Task of the Translator’ German 
philosopher Walter Benjamin suggests that good 
translation does not translate word by word but the 
content as a whole.2 He asks if the translator of poetry 
must be a poet himself. What I understand from this 
statement is that one might need to comprehend the 
intention of the language and the context in order to 

translate the content. In his prominent book Orality and 
Literacy, American professor Walter Ong wrote:  

Human beings communicate in countless ways, 
making use of all their senses, touch, taste, smell, 
and especially sight, as well as hearing […] Some 
nonoral communication is exceedingly rich—gesture, 
for example.3  

What happens to human gesture when oral speech 
is translated into text? In 2015, while making 
Memorandum,4 —one of my earlier books—I met with 
a participant named William, and we talked about 
his mother who died the day that he and his twin 
brother were born. Due to the amount of emotions 
that he was experiencing, we decided to postpone our 
conversation for our next meeting. I made notes from my 
observations, however, when I transcribed and designed 
the text in the book, I only translated the words that he 
said aloud. After publishing, that fragment of the story 
looked like this:

I have a twin brother, James. My mother died when 
we were born and my father disappeared so we were 
adopted immediately by our grandparents. 

To be honest, I cannot see William in this text. 
I cannot see the love that he still feels for his mother 
or the emotion that arises when he talks about her. 
Ginzburg states that writing removes all the human 
expression from the word, and that with its invention, 
“the elements related to voice and gesture were discarded 
as redundant”.5 Writing and printing separates the story 
from the teller, and in that process—meaning, intention, 
and other relevant characteristics are stripped away. 

The complexity inherent in this type of translation is that 
although information communicated through gesture is 
received and understood through our senses, it may not 
be reducible to words. If it is true that one must be a poet 
to translate poetry, I wonder what I need to be in order to 
translate oral communication into text. In his prominent 
and controversial essay ‘Morelli, Freud and Sherlock 
Holmes: Clues and Scientific Methods’ Ginzburg states:

It's a matter of kinds of knowledge which tend to 
be unspoken, whose rules […] do not easily lend 
themselves to being formally articulated or even 
spoken aloud. […] With this kind of knowledge there 
are factors in play which cannot be measured: a whiff, 
a lance, an intuition.6 

Here Ginzburg refers to the type of tacit knowledge a 
mother uses to identify when her child is getting sick, 
or a connoisseur uses to distinguish one painter from 
another. Such knowledge can only be acquired from 



25

Kevin’s first book mock up, Ana Paula Estrada, 2017

Page spreads from Esta’s book (Presenting a dual narrative), Ana Paula Estrada, 2017
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experience. Through my many years of listening to and 
documenting the stories of older people, I have learnt 
to listen and to observe deeply, as well as to interpret 
nonverbal information—although representing these 
interpretations in my work is a recent development. 

My initial physical engagement with the stories consists 
of transcribing and printing the text. I edit the stories 
through the cut-out technique; removing all punctuation 
marks and capitalisations. Ong suggests that these marks 
create distance between the spoken and the written 
language due to their incapacity to be pronounceable.7  
 
I take my field notes into consideration when making the 
book dummies. For example, in my notes I highlighted 
that when Kevin talked about his mother he paused and 
remained silent for long periods and that he turned to 
look out the window several times. Due to his change 
of tone and gesture while speaking, I concluded that for 
Kevin, his mother represents love and safety, but also 
pain and loss. I wondered how I could represent these 
interpretations. I started by cutting out the words and 
I played around with the idea of repeating the words in 
different contexts. I combined the text with photographs 
of the land and the house where Kevin grew up. 

The phrase ‘my mother’ was placed in the centre of a 
cut-out window, thus even when it was printed only on 
one page, it can be read repeatedly through the window 
on three different pages. In his manifesto The New Art 
of Making Books, Mexican writer and artist book maker 
Ulises Carrión states: “In the old art you write 'I love you' 
thinking that this phrase means ‘I love you’. […] 
In the new art you write ‘I love you’ being aware that we 
don't know what this means”.8 He suggests that the text’s 
meaning varies depending on the structure to which it 
belongs within the book. Both, Carrión and Benjamin, 
agree that the meaning of the words is defined by their 
context. As in the case of the phrase ‘my mother’ in 
Kevin’s book, where the same words represent different 
meanings due to their position and relation with other 
elements that surround them on each page.

Unlike Kevin, who often narrates events in chronological 
order, Esta jumps from one story to another. When she 
speaks, she deviates from the main story to provide 
other details. How could I represent Esta’s structure of 
thought and speech on the page? After several attempts, 
the solution was to use a dual narrative; the main story 
is presented in a horizontal structure that runs along the 
pages of the book, and the second narrative is formed by 
vertical fragments of text which intersects with the main 
story. The vertical fragments represent what Ginzburg 
refers to as “tiny details”, which according to him are 
the features that reveal and define the individual. Is it 
relevant that Esta’s mother used to stare at the birds all 

the time or that Esta still remembers how special she felt 
when eating butter for the first time? 

During my research, I chanced upon The Life and 
Opinions of Tristram Shandy9 by the Irish author 
Laurence Sterne. I was immediately intrigued by his 
peculiar use of punctuation, signs, and other 
unconventional characteristics—such as using a 
dark page right after one of the characters dies. 
Unquestionably, I am influenced by Sterne's treatment 
of space and by visual poetry—such as that of Stéphane 
Mallarmé— and this is evidenced specifically in the way 
I explore the use of blank space to represent silence and 
absence, and to create a sense of rhythm in the narrative.

‘Why didn’t you just take a picture of Kevin crying?’  
Someone asked me right after I mentioned about my 
intentions to represent Kevin’s emotions in the story. 
As a photographer, I understand that it is easy to think 
that this might be a solution; however, there are a few 
reasons why I believe that the solution was not through 
photography (at least not on its own):

- A photograph of someone crying or looking sad does 
not represent a person, but an emotion;
- A photograph of an older person crying or looking 
sad could fall into a stereotype, it is very common that 
older people are represented as weak and vulnerable 
and it is not my interest to contribute to this type of 
representation;
- A single photograph of Kevin or Esta would represent 
only one ‘portion' of their personality: one dimension, 
one perspective and one moment.

In the books, photography reveals other aspects of 
Kevin’s and Esta’s lives and personalities. Text and image 
are combined in many ways for different purposes such 
as providing context, reinforcing meaning, or creating a 
sense of friction by juxtaposing them on the page.  
I portray Kevin and Esta very formally; they sit in a 
chair in front of the camera with a plain background 
behind them. I use a remote cord to shoot continuous 
photographs—often while we talk. In his book 
Camera Lucida, French literary theorist Roland Barthes 
states that photography transforms subjects into 
‘motionless’ objects.10  

Through the book form I use devices to provide a sense 
of time and movement to the ‘motionless’ aspect of the 
photographic portraiture. In addition, by presenting 
sequences of almost-identical-portraits through the pages 
of the book, I aim to reveal the slight nuances of their 
personality. The book form has allowed me to shift from 
representing a person through one dimension (a flat 
image) to a multidimensional form.
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Page spread from Kevin’s book (Presenting a cut-out window), Ana Paula Estrada, 2017

Page spread from Kevin’s book (Presenting a cut-out window), Ana Paula Estrada, 2017
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Kevin’s bath, Ana Paula Estrada, 2017

Kevin holding a picture of his first car, Ana Paula Estrada, 2017
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Esta’s kitchen, Ana Paula Estrada, 2017
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Conclusion: What is the merit of the artist’s book?
Through this paper I aimed to give a brief idea of the 
book’s potential and to explain the advantages of artists’
books for writing and documenting biographies. 
Through my research, I have identified the following:

Relevant information can get lost in the process 
of transcribing an oral recording into text such as 
emotions, intentions, gestures, tone, rhythm and silence. 
However, the book form can be used to represent these 
characteristics through a conscious use of its devices such 
as the fold, the blank space of the page, typographical 
devices, the passing page, the transparency of the paper, 
cut-out windows, the three-dimensionality of the book, 
and an unorthodox combination of text and image. From 
this, I respond to Ulises Carrión’s idea of ‘the book’ as a 
medium, and not just as a container of words, or in my 
case, of words and images.

Unlike other forms, the artist book allows me to achieve 
the following:

- To cross disciplines;
- To combine text and image meaningfully;
- To craft and process the content carefully and to 
highlight ‘tiny’ and implicit details;
- To portray a person through multiple perspectives;
- And to present a story that can be intimately and slowly 
consumed.

Making these books11  has been a very complex process 
of distilling, editing, recombining, and dispersing 
fragments; I use techniques that allow me to reduce 
information and to expand emotion. Through this 
process, I develop a unique way of communicating life 
stories, which ideally would enlighten and celebrate 
individual lived experiences, as well as underline more 
universal characteristics about the human condition. 

Ana Paula Estrada (b. Mexico 1984) is a Brisbane-based 
artist working in photography, oral history and artist’s 
books. She is currently undertaking her Master of Visual 
Arts by research degree at the Queensland College of Art, 
Griffith University.
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in the subtitle of a monograph by Mexican scholar Luis 
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http://www.anapaulaestrada.com 
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Shandy. London: Penguin Classics, 1967. I located 
the 1967 edition at Griffith University Library. In the 
introduction there is a note that states; ‘several changes 
have been made for the convenience of the modern 
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based on the ‘look’ of the page?
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Photography. London: Vintage Books, 2000.
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The object of reading is a punctiform and pulviscular material.– Italo Calvino. 
ARTISTS’ BOOKS NOW. Volume 1: Here and Now at the Knowledge Centre, British Library, London, UK. Photo: Cat Miller.



32

The British Library :: Artists’ Books Now :: 
Vol 1 :: Here and Now 

Review by Cat Miller

April 2018 saw the first in a series of talks at the British 
Library - ARTISTS’ BOOKS NOW. Volume 1: Here 
and Now which took place at the library’s Knowledge 
Centre in Euston Road, London, UK, curated by Egidija 
Čiricaitė, Sophie Loss, Jeremy Jenkins and Richard 
Price. The British Library houses many different types 
of collections in all kinds of formats including sound 
recordings, printed independent works, manuscripts, 
archived websites, news and artists books. 

Dr Richard Price, head of Contemporary British 
Collections at the British Library introduces the event 
as: “bringing together artists, books and readers to think 
aloud in the presence of the books themselves.” 

The evening’s host is Eleanor Vonne Brown, founder of 
the bookstore X marks the Bökship, who also produces 
books, independent publications, publishing projects, 
art events, the running of publishing spaces, lectures 
at London College of Communication and is artist in 
residence at Croydon Arts Store. Vonne Brown explains 
that artists who make books have a close personal 
relationship with books and love them. They also have 
jobs that feed into their love of books, whether that is 
as a librarian, curator, bookseller, teacher or print 
technician and that this is self-evident in their work. 
On this occasion, the handling of books on display 
is permitted and the audience is encouraged to ask 
questions and talk to the artists during the break.

The first book artist of the evening to present is Danny 
Aldred who trained as a graphic artist, teaches graphic 
design at Winchester School of Art and is also currently 
undertaking a practice-based PhD with bookRoom at 
UCA Farnham. Aldred’s creative practice is publishing, 
with a focus on the artist’s book. 

His most recent book projects are: Wood for the Trees 
published via Entbergen Press and Glitch Series using a 
Jacquard loom. Aldred is a fan of utilising both new and 
old forms of technology such as the Xerox machine and 
the Fax machine alongside newer digital technologies. 
Aldred says he utilises technology as a ‘blank sketchbook’ 
where he creates a linear way of working with layers, 
combining other techniques such as lithography, 
screenprint, photocopy and digital print on different 
kinds of paper, often layering from his own sketchbook to 
create experimental publishing in small print runs. 
The Road Less Travelled was an exhibition in which 
Aldred collaborated with technology, utilising a fax 
machine with plentiful scrolls of thermal imaging fax 

paper, to print visual surveillance photographs from 
Google street view in the UK, of Highway 41 in the USA. 
The exhibition was about following Highway 41 and 
sending these images back to the gallery space in the UK. 
Aldred purposely used thermal active paper so that the 
images completely disappeared after a few months and 
this too was part of the piece. 

Aldred begins his presentation with a brief history of 
‘Book Production Tools and Technology’ spanning the 
last 500 years, starting in 1454 with Gutenberg’s movable 
print, jumping to 1873 with offset printing, then to 
1991 with Desk Top Publishing (DTP) and digital print, 
through 1998 with Amazon’s massive warehouses and 
1999 which saw new formats such as e-books and e-pubs, 
rounding off in 2010 with the ‘Digital Turn’ whereupon 
more material is available in digital formats, than is 
available as a printed page.   

Aldred says the Xerox machine, aside from giving birth 
to the original ‘Selfie’, served as the ‘Trojan Horse’ for the 
graphic artist, often transforming the spaces around us 
with the work that was produced upon it. For example: 
Manhattan, USA in the 1980s was peppered with 
posters, fliers and leaflets that could be quickly and 
cheaply produced on the Xerox machine, which artfully 
transformed the look and feel of the city. The art of the 
times was seen through the lens of the technology that 
was available and to a large extent dictated by it, which 
is evidenced in the works produced by Sonia Sheridan 
Fonds. Similarly the Risograph machine is identifiable 
through the soya based coloured inks it uses, including 
fluorescent inks, allowing the published work to form an 
identity unique to the machine it was produced upon. 

Print On Demand Technology (POD) however, 
completely reversed the rule of supply and demand, 
enabling art works to be sold prior to being produced, 
radically altering the way in which work is published 
and distributed. Different forms and formats become 
interlaced together leading to a kind of ‘mutable 
hybridisation’, which Aldred says became the ‘essence’ of 
publishing, whereas ‘Post Digital Publishing’ recognises 
the digital print system as standard, alongside other pre-
existing formats. 

Aldred references Jacques Derrida’s book Paper Machine 
which explores the notion of information changing from 
one form to another, becoming all the more dynamic as a 
result, with content sliding across different platforms and 
mutating as a way of ‘layering down’, utilising publishing 
as ‘a loose framework’ with experimental appeal.

Aldred also discusses Michael Bhaskar’s book
The Content Machine: Towards a Theory of Publishing 
from the Printing Press to the Digital Network (2014), 
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which talks about publishing through ‘frames’ as ‘systems 
of delivery’ through the political, aesthetic and religious 
models, including the aspect of ‘profit’. Bhaskar distils the 
‘Network of Publishing’ into two categories. The first is: 
‘filtering’, which is the ‘editing’ process and the second is: 
‘amplification’ of the work, as the act of making it public 
in some shape or form. 

Aldred concludes that what we are seeing now; is the 
publisher as the amplifier of messages, rather than the 
maker of books, and quotes two interesting quotes by 
Umberto Eco and Paul Soulellis to close his presentation: 
“The book is like the spoon, scissors, the hammer, the 
wheel; once invented it cannot be improved” – Umberto 
Eco. “Posting is usually ‘making public’, but publishing is 
making ‘a public’ by creating a space for the circulation of 
discourse.” – Paul Soulellis (2016) 

The second book artist of the evening to present is Holly 
Casio who works as a zine maker, writer and librarian. 
She uses collage, text and illustration to create zines 
celebrating fat bodies, queer identities and pop culture. 
Her DIY style documents the UK punk and queer 
communities, adventures with OCD and her friendships. 
She uses cut and paste, and DIY methods to demystify 
the self-publishing process, to make zines affordable, 
relevant and accessible to all. Holly Casio also co-
founded the UK and Ireland Zine Librarians Network, 
having co-founded zine collections at Iniva’s Stuart Hall 
Library and Tate Library.

Casio holds up the very first issue of the Me and Bruce 
zine series, which she started making about eight years 
ago and, although she only made ten copies to begin 
with, this is the zine for which Casio is most well known. 
Casio says that in the beginning this zine was never 
intended to be seen by ‘anyone who wasn’t her friend’, 
as it was a very personal journey about her own queer 
experience of growing up in small town and not knowing 
who else was queer. 

Casio explains; ‘It’s a very self-deprecating zine with 
crude illustrations’ which she wrote ‘overnight during a 
bout of insomnia’. Bruce and Me is basically a love letter 
to Bruce Springsteen while simultaneously taking ‘the 
piss’ out of herself for ‘obsessively loving someone and 
placing them upon a pedestal’. 

Although none of Casio’s friends liked Bruce Springsteen 
at the time, they did however absolutely love the zine. 
Casio later took her zine to the first-ever queer zine fair 
held in London in 2011 where it sold out within the hour. 
It connected with others who were also motivated by 
their obsessions to ‘make things’ and who had similar 
passions with pop-culture icons. 

What is interesting is that even though there is no actual 
connection at all to a white heterosexual, millionaire 
rock-star, Bruce Springsteen somehow nevertheless 
became a ‘Queer Icon’ through Casio’s zine series. 
‘It is rumoured’; Casio says, ‘that Springsteen actually 
has a copy of this zine’, (although she doesn’t know if 
that’s true).

Holly Casio has been making zines for twenty years, 
since she was fifteen years old and says the reason she 
began making them in the first place was because she was 
‘looking for her community’, while growing up in ‘a very 
small town’ without friends, and not knowing who else 
was queer. Twenty years on Casio says she is still looking 
for her community and this is exactly the same reason 
now as when she was fifteen that she makes zines. 
Casio likes making ‘One offs’ and zines that only take a 
day (or a night) to make. Casio also likes taking images 
out of context and making them mean whatever she 
wants them to mean.

2013 saw Issue 2: entitled Me, Bruce And My Dad: Why 
a northern queer working-class feminist fell in love with 
Bruce Springsteen. Casio says this time it looks more like 
a fanzine, with a ‘collagey’ feel in black and white and full 
of non-copyright images, which Casio says is ‘one of the 
really great things about making fanzines’, as between 
Monday to Friday Casio is normally a librarian who 
cares very deeply about issues of copyright and so it is a 
wonderful freedom to have no responsibilities towards 
adhering to it. 

Casio stipulates that Issue 2 is not really about Bruce 
Springsteen at all, it’s about her dad. She takes lyrics 
from Bruce Springsteen’s songs which are clearly about 
cars, women, New Jersey and ‘the all-American-man’, 
and works them into being all about a working-class 
dad from a small town in West Yorkshire, working night 
shifts in a factory. Essentially it is a very raw and personal 
diary that’s been photocopied, however, Casio says that it 
was much easier to write about her feelings through ‘the 
lens of Bruce Springsteen’ than without it. It’s the only 
copy her dad has read and made him cry.

Shortly after Issue 2, Routledge publishers contacted 
Casio about the possibility of her contributing a chapter 
to a book they were putting together on all things Bruce 
Springsteen, and were particularly interested in Casio’s 
DIY, photocopy, punk-zine style of working. The only 
problem was that Casio could only use copyrighted 
images and everything had to be spell checked (which 
she never does), so instead of the chapter for Routledge 
only taking a few days to make, in keeping with Casio’s 
norm of making things over night or in just a few hours, 
the chapter for the book took two years to complete, by 
which time Casio ‘hated’ it. 
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When the book was eventually finished Routledge priced 
the book at £100 per copy making it inaccessible to most 
people and so Casio took the text she wrote for Routledge 
and put it into a zine that can be bought for a mere £1 
instead. Casio says that Issue 4 is continuing on her very 
personal journey, all about ‘Queer and Bruce Springsteen’, 
describing Springsteen as the ‘Butch lesbian of her 
dreams’ and turning him into a ‘queer icon’ by taking his 
lyrics and ‘making them queer’. Again, the zine is really 
about Holly Casio growing up in a small town, looking 
for her community (and not finding it), and is nothing 
to do with Springsteen at all, except for his lyrics, which 
Casio says were easy to appropriate, as ‘there is nobody 
who writes about finding love in a small town as well as 
Bruce Springsteen does’. She was able to quickly adapt 
Springsteen’s lyrics to be about her own queer experience, 
accompanied by a saucy collaged image of Springsteen, 
(previously turned down by Routledge), neither of which 
belonged to Casio. 

Aside from the Bruce and Me Series, Casio is also the 
author of a zine entitled Taking Up Space which was part 
of a 24 hour zine challenge that Casio made in a few 
hours, about what is it’s like to take up different kinds of 
spaces. For example: taking up space as someone with 
a fat body, taking up gendered space, which may be off 
limits, or where Casio doesn’t feel like she belongs, as 
well as taking up space with her conversations and her 
ideas, or taking up space in relationships, and issues 
surrounding queer visibility. As a result, Casio purposely 
used very bright and visible paper so that the zine would 
take up and own its space on the table.

The last book artist of the first half is Lydia Julien who 
is a librarian, visual artist and durational performance 
artist based in London, often working with sequences. 
Julien uses durational performance to build a narrative 
based loosely upon personal or appropriated experience 
using the self as the subject. Her artists’ books practice is 
performance and analogue photography based, where the 
camera is the tool for negotiating ‘society and its spaces’. 
 
The first book Julien introduces is The London Glaze, 
made over a 24-hour period, involving a sequence 
of analogue photos of London. All these were taken 
from the same vantage point approximately one hour 
apart, from a set up in Julien’s kitchen. Her aim was 
to document both the changes that occur in her local 
area between the hours of 1am and 2 am, and also her 
relationship with where she lives. 

Julien’s second book Lines (2012) was made for a themed 
call out to artists by the artist’s book collective AM 
Bruno. Julien chose a photographic project showing the 
remnants of a performance in the form of portraiture, 

but without a character. Like Casio, Julien explores 
an obsession, which is in this case is superheroes. The 
work features temporarily discarded ‘super-suits’ that 
have been draped over a washing line. The photographs 
document the end point of a performance where Julien 
has already tried on all the suits like a method actor, 
attempting to connect with the superhero’s character, 
their unique set of powers, and even perhaps feel what 
the superhero may have been feeling after a hard day’s 
hero-work. The collection of discarded costumes was 
arranged one at a time and shot in her mother’s garden 
on a traditional end-to-end washing line.
 
Be Quiet (2016), was in response to another AM Bruno 
themed call out entitled ‘S.I.C.’ (Said In Conversation), 
exploring certain slippages in language where words 
share the same spellings or sounds and yet have 
completely different meanings. Some of these were lifted 
from conversations Julien had with children or language 
students at the public library where she works, mostly 
about saying one thing but meaning another. In this work 
Julien uses a mixture of collage, photography, drawing 
and photocopies of her own work. 

During the interval the audience was actively encouraged 
to talk to the artists and to view the books and zines on 
display. To begin the second half, Vonne Brown reads out 
a wonderfully articulated quote written by book artist 
Amanda Couch on the art of engagement with the book:

The medieval reader’s relationship with the book, 
I see as analogous with the ways in which we engage 
with artists’ books today. Art historian of the middle-
ages, Michael Camille wrote that for the medieval 
reader, ‘every turn of the page [was] an act of intense 
interpenetration, one resonate with sensations, from 
the feel of the flesh and hair-side of the parchment on 
ones fingertips, to the lubricious labial mouthing of 
the words with one’s throat and tongue'… 

…With our contemporary increasing reliance on and 
obsession with the screen, there is still something so 
boldly present about reading, touching, holding, and 
engaging with a physical book, caressing its leaves 
while cradling its spine. And artists’ books are one of 
the few art objects which most audiences are able to 
become intimate with, to hold and to bring close, into 
the realm of their own bodies, to touch, feel, breathe 
on, or into them… 

…Corporal language is embedded in the description 
of books, its anatomy, and its materiality. Terms such 
as spine, footnotes, headers, appendix, and in the 
case of manuscripts, - the hand (Latin = manu) 
written into its name, as well as the vellum or 
parchment pages and leather covers, of actual skin. 
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The Amanda Couch quote leads nicely into a discussion 
on what it means to have artworks in the form of books 
in the library rather than the museum, with the first guest 
of the second half: Gustavo Grandal Montero - a librarian 
and Special Collections Curator at Chelsea College of 
Arts and Camberwell College of Arts. Montero trained 
as an art historian, lecturing and presenting regularly 
on topics including artists’ books, publishing, Concrete 
Poetry, art ephemera and archives. Montero is also 
currently a PhD candidate at St Martins researching the 
relationship between Concrete Poetry and conceptual art, 
and the 'turn to language' in contemporary art during the 
1960s. 

Vonne Brown poses a question to Montero: ‘You have a 
collection of many types of publications in the library at 
Chelsea College of Arts consisting of a large proportion 
of artworks of which you are also custodian. What does it 
mean to be custodian of these artworks?’ 

Montero acknowledges a ‘good and complex question’ 
replying that on the one hand artists’ books are objects 
that one is supposed to interact with as an artwork, but if 
they are mass produced, or produced as art editions they 
are therefore more accessible, so in theory one does not 
need to go to a special place to see them. Historically we 
know that one of the reasons why artists engaged with 
books in the 60s was to produce bold graphic articles, or 
artworks, that were accessible outside of the traditional 
gallery space, many of which were probably rejected by 
the ideology of the art market of the times. Later on, as a 
result of the capitalist society we live in, the same market 
claimed back those books and now it is the capitalist 
institutions who have the market share of historical 
artists’ publications. As a curator, one finds oneself in 
the position of trying to make these publications as 
accessible as possible, whilst being aware that they are 
also historical items that are not the perishable throw-
away consumer items that perhaps the artist originally 
intended, but are now considered important milestones 
in the development of artists’ books and art culture. 

As the book is not just an object, it’s a cultural artefact, 
it is part of our culture. For example we all know what a 
dictionary is. The book plays a number of roles in society 
and our lives and we interact with books in different 
ways. One of the great things about artists’ books says 
Montero is that one can have the same direct approach 
that one has with a normal book, that normally one 
doesn’t have with an artwork. Typically, the experience 
one has with an artwork in a museum is very different 
from the experience one has with a book in the library. 
Montero finds it interesting particularly when 
institutions try to ‘play with this’, for instance when 
visiting the National Gallery of Wales, one can request 
to see paintings in a ‘reading room’ in the same way that 

one can request a book. This is because they are collected 
not as artworks but as documents, of the Welsh landscape 
or poetries of Welsh people, so one is looking at them as 
‘documents’, in the same way as one would do in a library, 
not as unique artworks. 

Montero has brought with him an example of a proto-
conceptual artist’s book by Daneil Spoerri, (a Swiss 
artist and writer born in Romania), that is particularly 
important and special to him, An Anecdoted Topography 
of Chance.  Montero explains that it is the latest up to date 
edition, published just last year in 2017 and is available 
for £18.99 from any decent bookshop. Montero says the 
reason he likes it so much is because it looks ‘so boring, 
normal and un-special’. 

For those who are unfamiliar with this book, on the 
inside cover is a map of the artist’s desk and each item 
on the desk has been drawn from an overhead view as 
an outline. It is essentially a catalogue with numbered 
descriptions of each of the objects on Spoerri’s desk in his 
apartment on a particular day; 17th October 1961, which 
Spoerri describes entirely.  Spoerri originally made the 
first book Topographie Anecdotée du Hasard very rapidly 
over a couple of evenings on the desk in his hotel room, 
on the lead up to an exhibition. It then became a starting 
point for using his immediate surroundings as a way to 
instigate a body of work. It was later expanded by Spoerri, 
translated into English and re-worked by Emmett 
Williams as An Anecdoted Topography of Chance (re-
anecdoted version) published by Something Else Press, 
New York 1966. It was later translated into German by 
Dieter Roth but without the additional drawings (because 
he didn’t like them). Spoerri collaborated further with 
Robert Filliou, later translated it back into English from 
Japanese with additional comments where it became a 
dialogue between languages, and then a dialogue between 
language and drawings. It was further republished under 
different authorships and editions in the 70s and the 80s, 
with another facsimile edition around ten years ago.

One of Vonne Brown’s favourite artists’ books she says is 
Laptop by Sara Mackillop, which utilises the central fold 
of the book spine to simulate where the laptop opens 
and closes. Vonne Brown says she often uses Mackillop’s 
book as a teaching aid to encourage her students to 
use their desktops as a starting point to stimulate their 
imagination, to generate writing and text, and to think 
about the items they have on their digital desktop. 
The creative use of the fold seamlessly transitions into the 
next featured book artist of the evening, Amanda Couch 
whose use of the concertina fold features prominently in 
the piece brought with her this evening. 

Couch is an artist who cuts across media; her art 
practice researches and reimagines histories of the 
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body particularly the digestive system, skin, hair 
ancient artefacts and rituals through the domains of 
performance, sculpture, photography and writing. This 
is often triggered by the processes and lived-experiences 
of her body, employed as material as well as metaphor 
to explore embodied ways of knowing and becoming, 
through narrative and the visceral. 

Couch is standing alongside her epic publication 
Reflection Upon Digestion (2012) which spans almost the 
entire length of the table upon which it is displayed. 
It is the result of 37 hours of scribing as a performance, 
of a body of writings collated during a PG Cert teaching 
certificate. Couch was thinking about and reflecting upon 
her own digestive issues and concerns, such as holding 
in farts during one-to-one tuition sessions, exploring the 
notion of closing oneself up and not being open. 
The 37 hours of reflections resulted in a text of ‘embodied 
knowledge’ scribed as a ‘folder of evidence’, presented as a 
conference and symposia in various libraries. 
This body of work was later transformed into a relief 
printed text featuring skin as a container, unravelling 
nine metres of content in concertina format. Couch 
says this served as a metaphor for connecting up 
her reflections upon her own practice of ‘digesting 
knowledge’, mirroring the twists and turns of the 
digestive tract, and the idea of bending and turning back 
to reflect. When viewed from above, the text resembles 
the tubes of the digestive system. Couch has since 
produced a miniature, pocket sized edition which comes 
with its own magnifying glass. 

Among some of Couch’s other ‘Adventures in Guts’ is 
a sculpture Entrails Troyen made for the collaborative 
‘On Innards’ project, featuring a long knitted tube of 1.5 
metres (5ft), ‘the same as my own height’; says Couch.
This is also the same length as ones large intestines, made 
entirely from ‘salami skins’, collected from a variety of 
sources including asking people to send discarded salami 
skins from their picnics to her through the mail. 
The materiality of the sculpture was medically scanned 
for a book, sealed at the bottom with an imprint of 
her anus. Couch made a stamp for the seal using the 
same technique that the artist Wim Delvoye uses for 
his series of Anus Kisses on hotel stationery. Couch is 
also in the process of teaching herself the ancient art of 
Mesopotamian liver reading from a Babylonian model, 
which she performs to an audience using prints of the 
livers she has been looking at, as a form of pre-science 
divination using entrails. Each print is a tablet printed 
with ink and blood from which she performs a reading.

The last book artist of the event is John McDowall, who 
is based in London and Bradford. McDowall’s books are 
held in the libraries and special collections of institutions 
including the Kunstbibliothek, Berlin; Tate Britain; the 

Museum of Modern Art, New York; the Musée National 
d’Art Moderne, Centre Pompidou, Parid. He is the joint 
coordinator with Chris Taylor of PAGES, an ongoing 
programme of initiatives for the development and 
awareness of the book as a medium in artistic practice. 

McDowall begins by professing his love of books as his 
preferred medium of expression. He has been making 
books for many years and for him, the handling of the 
work is actively interactive and important enough to 
become the subject of his book works. Not so much the 
materiality he says, which is the effect of the medium, 
but a very intangible moment in time, the space of 
time between thought and hand where one negotiates 
the content, the visuals, the language of the book, its 
structure and its materiality. What McDowall most 
likes, and which over the years has become his primary 
concern is ‘the moment of receptivity from book to 
thought to reading and back to book again’. 

McDowall holds up Story of the time (2001), which he 
made for an event at the Centre for the Artist’s Book 
in France, containing printed images taken from films 
of people holding books in their hands, demonstrating 
an aspect of intimacy in books. McDowall printed it on 
Japanese papers which are smooth on one side, textured 
on the other and show-through pages so that one can see 
the back of the image through the page. Here the visual 
representation is doubled in materiality embodying the 
action one sees in the image. 

McDowall’s second book Atramentum (2012) was made 
for an AM Bruno project, in response to a theme of 
‘Black Circle’. McDowall references the work of Robert 
Burton, scholar and librarian from Christchurch, Oxford, 
and author of The Anatomy of Melancholy (1621). 
McDowall considered that if all the ink of the written 
text from 1500 pages was pooled into one area, how big 
would that mass of ink be? With the assistance of a few 
graphic designers, McDowall was able to calculate that 
the amount of ink-content contained in Burton’s book 
would be equivalent to a six foot diameter circle, (or 180 
cm) and therefore McDowall’s response was to use the 
circumference of the solid black disc of collated text-ink 
and return it into book form. McDowall says that most 
of the pages are completely black, but as you go through 
the book some of the pages feature an arc shape from the 
edge of the circle. The materiality of the ink is evident, as 
although he used digital print, the ink is derived from a 
waxed based process.

The last book that McDowall shares with us is simply 
entitled Cover (2012), a stab bound book that appears 
to be missing its cover, starting and ending with pages 
made from the same paper as the rest of the book. The 
written text runs over the pages as a single horizontal 
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line and along the outer edges leaving some pages 
blank. It recounts the hiding and safe keeping of Walter 
Benjamin’s notes when he fled Paris on the eve of the 
German occupation in 1940 during WW2, fearing that 
he would be extradited, having already fled Germany 
seven years earlier when Hitler rose to power in 1933. 

Benjamin entrusts the safe keeping of his notes to his 
good friend Georges Bataille who worked as a librarian 
at the Bibliothèque Nationale de France in Paris at the 
time. Bataille cleverly concealed Benjamin’s collection 
of notes upon the shelves in a closed archive where they 
remained safe until the end of the war. They were later 
published as Passagenwerk also known as the ‘Arcades 
Project’, which documented the construction of ‘passages 
couverts de Paris’, which were early 19th century iron 
and glass covered arcades, the nature of which Benjamin 
felt greatly contributed to the unique flavour and style of 
Parisian street life. 

The lack of a cover for McDowall’s Cover perhaps echoes 
Benjamin’s dislike of having to leave his beloved books 
and notes behind saying he felt ‘naked’ without them. 
Benjamin’s notes were folded, and so each page of Cover 
is also folded. They open out to reveal a previously 
hidden photographic image containing a still from Alain 
Resnais’s, 1956 film essay on the Bibliothèque Nationale 
de France, Toute la Memoir du Monde. The second half of 
Cover references a special reserve within the Bibliothèque 
known as ‘L’Enfer’ (hell). This is the section where they 
put books containing erotic content deemed obscene or 
sexually dubious, which included works by Bataille. 
What is most intriguing about McDowall’s Cover is 
that although it is essentially about books being hidden 
within a library, the artist has successfully managed to 
hide a library inside a book. 

Vonne Brown concludes the event by presenting a 
question: ‘Are artists’ books important now?’ 

Richard Price volunteers an answer - saying he thinks 
that they have ‘potential’, receiving a good-humoured 
laugh from the audience. Price references the Lindisfarne 
Gospels as ‘going back a long way and yet the activation 
and reactivation of the aesthetics and the politics of that 
object are still with us, it is also a religious object as well 
as a political object which we are careful of and want to 
explore with various audiences.’ Price goes on to say: 

One of the incredible things we’ve seen tonight 
is the way that reading an artist’s book keeps on 
crisscrossing with other readings of the artist’s book 
and the book itself.  …I think it is absolutely right 
that artists’ books should be kept in art collections 
but I think it would be a tragedy if that was the end 
of artists’ books. I am very keen to make sure that 

they are represented alongside all kinds of other 
manifestations of books, within the idea of publishing 
and sharing with the public, and one of the things 
that ‘Artist Books Now’ is trying to do to is keep on 
convening that conversation. 

…I see the artist’s book as almost as a kind of 
shellfish. We collect the shells and an artist’s book 
is the shell, but I’m also interested in the fish and in 
the communication of the makers of that thing. Yes a 
shell is a beautiful ornamental object but sometimes, 
as Lydia was saying its also about putting on the 
superman costume. And I want to know about that, 
I want to talk about that, and I think we need artists’ 
books to start those conversations, and you can only 
do that by finding different audiences again and again.’

Vonne Brown agrees:

I really enjoyed this evening because of that reason, it 
is about opening up and actually hearing the thought 
processes behind the artists’ books as opposed to 
the many events that I go to where there is so much 
emphasis on publishing as a ‘tool’, or a ‘toolbox’, or as 
a ‘framework’, and its just fascinating to dive deeper 
and see the reason behind why people are compiling 
stuff together. That was one of the fascinating things 
I found through working at a bookshop; I would get 
artists walking through the door and telling first hand 
what they were making their books about, and for me 
that is all part of the experience of artists’ books. 
… It seems like there’s an enjoyment in the artist’s 
book being made to be found by a complete stranger, 
or hidden in the shelves, or encountered, but I also 
feel that many of the artists are making books to 
connect with their existing communities as well, 
that’s why we are doing events like these too, because 
there is a community, of artists, book makers, 
book lovers, collectors, curators, fans… this type of 
production brings those people together, and I think 
that conversation of making the book is with that 
community.

And so ‘Artists’ Books Now: Volume 1’, which was 
absolutely fascinating on so many levels, came to a close. 
The good news is that there will be more talks, so do visit 
the British Library's website for updates. 
https://www.bl.uk/events
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Above and below, Detail: The Sketchbook and the Collider exhibition, The Rotunda Gallery, University of Birmingham, UK.
Photographs: Ian Andrews
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The Sketchbook and the Collider

Ian Andrews

Concentrated in the book.
My approach has been quite diverse involving huge 
sprawling installations with found objects, sculptures, 
paintings and drawings. I also make short films 
and sometimes performance elements appear in 
the installations leading me in a theatrical direction 
with costumed actors. The books began when I was 
convalescing after an operation and I was forced to 
reduce to a table-top size approach for several months. 
They were made in ink on folded tissue paper.

The first series called The Circulation of the Sign was 
an attempt to create a series of images, (moving across 
categories such as figurative and abstract) that were 
connected but which could slip and slide in random 
directions. They attempted to express the disruption of 
thought processes I had witnessed in my mother when 
she was suffering from dementia. The phrase, “You 
remind me of my son,” was both heart-breaking and 
fascinating as neuronal connections in the brain misfired 
and thoughts slipped out of factual alignment. 
The extreme fragility of the tissue paper and the 
ridiculous length of some of the books referenced 
the fragility of the connections between my mother’s 
thoughts and the long rambling nature of our 
conversations. The technique: ink seeping through 
several pages making a series of residue afterimages 
providing starting points for the next sequence, seemed 
to embody the decay and change of drawn thoughts.

The books became an intensely concentrated version of 
my installational practice.

It started with a failure.
The second series of books The shuffle of Things included 
images drawn in white ink on black tissue paper that bore 
a striking resemblance to early particle physics cloud 
chamber images. It was at this point that I responded to 
a call out from Eastside Projects to work with academics 
at the University of Birmingham, UK. Small grants were 
available for a scheme called “Radical Sabbatical” an 
opportunity to compare research methodologies with a 
participating academic.

Professor Kostas Nikolopoulos from the particle physics 
group gave a presentation on the state of current research 
in particle physics. I didn’t tell Kostas at the time but I 
had gone to the meeting looking for the chance to work 
with a particle physicist and I was clutching a couple of 
my hand-drawn books that most resembled the images 
of cloud and bubble chamber interactions that had so 
excited me.

Several aspects from the initial books have proved 
significant during the subsequent collaboration. 
The breaking of logical thought processes into random 
combinations seems increasingly relevant to the random 
probabilities involved in particle physics. The method 
and techniques involved in the production of the books 
using ink pens and tissue paper has survived into our 
first exhibited work together and has taken on renewed 
layers of meaning, (literally.)

I visited Kostas several times at the university to establish 
some grounds for our potential conversation, and it 
quickly became clear that although obviously radically 
different, our specialisms shared the aim of making 
the invisible visible. Scientific developments have seen 
the “everyday” dissolve into sub-atomic interactions 
only accessible by examining traces left in an enabling 
medium. A process that is mirrored by the artist 
expressing ideas through marks made and materials 
manipulated. Taking the same journey from something 
hidden to something revealed. 

It was this shared understanding of trying to expose 
a hidden reality that formed the basis of our initial 
proposal. Which was rejected!

Developing the work.
Luckily for myself, Kostas and I had established some 
kind of rapport and he suggested that we continue the 
conversation and see where it might lead. I came to the 
university on a roughly monthly basis and we discussed 
aspects of particle physics and art. I think his willingness 
to fit me into his busy schedule was not only due to his 
interest in art and how different disciplines can inform 
one another but also because he realised I was keen to 
learn about particle physics rather than “simply glean a 
few headline phrases to tag on to an exhibition at a later 
date” as he later described it.

Two things then happened that moved the project 
forward. The first was my decision to concentrate on 
films. This seemed entirely appropriate as the activity 
in the subatomic realm was all about movement and 
interaction between particles. Finding artistic equivalents 
to this process would surely proceed more quickly 
through moving images!

Kostas introduced me to Simon Pyatt, a technician 
in the particle physics department who became very 
enthusiastic about filming some of the equipment in 
the clean lab. One machine very accurately dispensed 
tiny amounts of glue that were used to attach electronic 
circuits destined for the Large Hadron Collider (LHC) 
at the European Council for Nuclear Research (CERN). 
It is considered the European laboratory for particle 
physics. Simon reprogramed the machine to dispense 
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ink and for a short time the machine made drawings 
rather than circuit boards that provided some of the 
earlier footage for the first films. (Rumours that the LHC 
was late reopening after the winter shutdown due to the 
late arrival of parts from University are entirely without 
foundation!). Another machine used wire, thinner than 
a single human hair to create electronic connections 
and Simon fitted a microscopic camera to record the 
connections being made.

The second thing that greatly assisted the project was 
the development of a series of educational workshops 
funded by EU creations. I had an educational 
background and have taught in art colleges for many 
years. I am committed to educational approaches that 
forge connections between disparate areas. I have long 
advocated that Primary school children should be 
encouraged to develop a “creative curiosity” about the 
world and then given sketchbooks to record, analyse and 
discover regardless of whether you label the results art, 
science, maths or geography.

The workshops were developed with the community arts 
group I had co-founded with Sarah Fortes Mayer called 
In-Public. Sarah and I had a range of projects on the go, 
using art as a conduit to begin difficult conversations. 
We jumped at the chance to use the visualisation 
opportunities of art to explain quantum theory to a 
young audience. The workshops fused an “art school 
experience” with basic information from particle physics 
research. Using the main artistic techniques of drawing, 
sculpture, photography and performance to visualise 
these hidden particle characteristics and interactions.

It was during the development and delivery of these 
workshops that I learnt a great deal listening to Professor 
Nikolopoulos explaining the topic to the General 
Certificate in Secondary Education (GCSE) pupils. 
In addition, the need to find practical artistic equivalents 
to particle interactions focused my thinking in a very 
productive way. Professor Nikolopoulos and I have co-
authored a paper on the development of the workshops 
that appeared in the September issue of Physics Education 
published by the Institute of Physics, IOP.

This project, in marked contrast to my usual practice 
of accumulation, has involved editing ruthlessly and 
constantly asking whether any aspects can be discarded. 
So it was with the development of the films. The first 
group of films used footage from the clean lab and were 
themselves a rejection of the initial experiments that 
involved trying to film movement in the “real world” that 
would act as an analogy for quantum events: the wave 
motion created by moving a woven fabric, the reflections 
on an expanse of water disturbed by ripples and so on. 
The clean lab footage of the two machines seemed at first 

a definite advance and it was with great reluctance that 
I discarded them after the first series was completed. 
Instead it became clear that the editing process had 
to become equivalent to the processes in the collider. 
Therefore the footage being edited needed to be simple 
so that it revealed the process, and if the process related 
to the collider, then the footage needed to refer to 
the sketchbook.

This was made possible by the approach that Kostas 
and I were now taking. Comparing the material culture 
surrounding our two specialisms. We focused on a 
crucial piece of equipment in each case that are used 
to detect the invisible, make it visible and analyse its 
significance; the sketchbook and the Collider. 
The physicist relationship with their methods and type 
of detector is fascinating, dividing into the “logic” 
or “image” traditions, to count or to see. These two 
approaches fused as the lone builder of equipment in 
small laboratories transformed into massive Colliders 
designed, built and staffed by a huge collaborative 
workforce. The artists’ crucial piece of equipment, the 
sketchbook, has my contrast remain virtually unchanged 
since its development during Renaissance.

Despite massive differences the sketchbook and the 
collider are both arenas where different elements are 
brought together, sometimes violently, involving “active 
processes” that create and examine the visible traces of 
hidden interactions.

So we had two intimate connections between our 
specialisms. We were both dealing with making the 
invisible, visible and we both relied on a piece of 
equipment that was designed to bring together disparate 
things in the hope of discovering something new. If it 
appears that I am making the collider feel more personal 
to the physicist in order to connect it with the sketchbook 
then the following quote should dispel that:

Detectors are really the way that physicists express 
themselves. To say something that you have in your guts. 
In the case of painters, it’s painting with sculptors, it’s 
sculpture and in the case of the experimental physicist 
it’s detectors! The detector is the image of the guy who 
designed it. - Carlo Rubbia,1989

The way was now clear for the first of the resolved films, 
The sketchbook and the Collider. Which, having discarded 
footage from the clean lab, I filmed instead the pages of 
a sketchbook being turned as the basic unit or quanta I 
was going to use. No extraneous imagery was introduced, 
merely the turning of pages filled with drawings 
attempting to visualise particle interactions. The footage 
was then put through a process designed to mirror the 
activity within the detector. A unit of footage was created 
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Above and below, Detail: The Sketchbook and the Collider exhibition, The Rotunda Gallery, University of Birmingham, UK.
Photographs: Ian Andrews
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which was sped up over and over again and then overlaid 
by footage going in the opposite direction, creating a 
filmic equivalent of a collision event. The result was to 
some extent random, the final look of the film taking 
care of itself. The partially random quality referenced the 
random nature of particle interactions, which are created 
by probabilities rather than hard and fast laws.

The soundtrack was an accumulation of the actual 
sounds of the pages being turned and the distortions 
of that sound as the footage was reversed in direction, 
and changes made to its speed. Amusingly, a cheap 
sketchbook had to be used in order to get a satisfactory 
sound of paper turning through the spiral-bound spine.

Back to the book: Breakout from the book
It now looked as if the project would continue to develop 
forcefully through the use of moving image work, 
however the project was about to take a different turn. 
The university, and specifically Research and Cultural 
Collections, who fund and administer the various artists-
in-residence schemes, including the Radical Sabbatical 
from which we had been rejected, had become aware of 
our work. They decided to back the collaboration with a 
full residency. 

Within a few months of the residency commencing 
an opportunity to show work in the large prestigious 
Rotunda Gallery in the Aston Webb building at the 
university became available, and I agreed to take on 
the challenge even at this early stage. It was not only 
the daunting scale of the area that proved challenging 
but also the restrictions on what could be done in the 
space - that gradually became apparent in discussions 
with the head of Cultural Collections, Clare Mullet and 
curator Jenny Lance. A series of proposals were rejected 
including being able to project films, being able to use 
any smart screens and being able to use any floor space 
for three-dimensional work.

This forced me to look again at the hand drawn books 
that had initiated my approach to Kostas. Indeed 
alongside the films I had continued to make more hand 
drawn books, attempting to create a drawing sequence 
equivalent to particle interaction.

The timescale leading up to the exhibition was short; 
a matter of weeks, and therefore wide experimentation 
was not an option. The restriction proved amazingly 
creative as I took techniques developed in the hand 
drawn books, the use of tissue paper overlays, 
allowing several layers to be visible at once, the use of 
diagrammatic conventions to route the work in a search 
for equivalents rather than artistic expression, and fused 
them with the material culture comparisons Kostas and 
I had been discussing.

Returning to a long held admiration for the work of Paul 
Klee, I re-read his Bauhaus lecture notes published as 
The Thinking Eye and decided to expose the mechanics of 
making a drawing. Revealing the grammar of my visual 
language in the same way that Professor Nikolopoulos 
was attempting to expose the basic particles of the 
standard model. I then sought to find equivalents 
between the particle characteristics of spin, mass and 
charge, and the graphic elements of point, line and plane.

The exhibition, The sketchbook and the Collider opened 
during the Arts and Science Festival at the university 
and ran until early June 2018. It comprised 3 hand-
drawn books, 9 framed layered tissue paper drawings, 
over 100 drawings applied directly to the wall as site-
specific collages and a chart like piece in a large lightbox. 
The site-specific collages applied straight to the wall 
referenced particles in their wave configuration and 
resembled pages from a sketchbook thrown through 
the air. The framed pieces referenced the process of 
measurement, which causes particles to locate in 
particular locations, and the light box piece was a 
reference to the projections of collision events onto 
large white tables for human scanners to determine the 
particles involved in the interaction.

The drawings deliberately used diagrammatic 
conventions to avoid personal expression and to root the 
work in an attempt to visualise and establish equivalents. 
The diagrammatic convention makes us aware that a 
communication code is in use referencing the data and 
mathematical equations of the physicist.

Certain rhythms and shapes in the diagrammatic 
language directly refer to the graph plotting data showing 
the “spike” of information in an unexpected location 
confirming the discovery of the Higgs boson in 2012.

The drawings use “floating signifiers”, graphic elements 
with slight variations that can allude to a range of 
different sources. For example, a series of parallel lines 
can refer to the edges of the pages of a sketchbook, 
the rods in the Wheatstone waves machine, a page of 
text, a graph and both traditional musical scores and 
experimental graphic notation. The contingent nature of 
the signs being used echoes the constant transformations 
and interactions of the particles.

All the drawings were made from overlaying sheets of 
tissue paper, with no attempt made to disguise this fact. 
The sheets refer back to the sketchbook and the pages 
twisting out of shape reference the collisions within the 
Collider. The pieces made up of many individual sheets 
allude to the units or quanta, the building blocks 
of reality.
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Above and below, Detail: The Sketchbook and the Collider exhibition, The Rotunda Gallery, University of Birmingham, UK.
Photographs: Ian Andrews
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The paper sheets are often subtly primed, wrinkling 
the paper and turning it slightly yellow. This draws 
attention to what would otherwise be a normal sheet of 
white paper, giving it a certain potential before drawing 
commences, which references the energy of the Higgs 
field which is never at zero. It also alludes to the medium 
needed in the early detectors, the cloud and bubble 
chambers, to reveal the “jet trails” of particle interaction.

Allusion is made to maps and charts. Another form of 
visual communication designed to explain and visualise, 
connected with the idea of measurement and position. 
Measurement in the quantum world causes the particles, 
which can also exist as a wave or field, potentially existing 
anywhere, to locate into one particular position as 
a particle.

Mapping pins are used as practical fixings but also a 
drawing element, a series of points. They also refer to 
the beads of Wheatstone’s wave machine and in addition, 
connect to the idea of the fixing of a position with its 
significant consequences in the quantum world. 

Looking around the exhibition, it become clear that it 
was based around the book, either literally: there were 
three books presented as such but the rest of the show 
represented a breakout from the book with pages flying 
free in site-specific collages, pages laid on top of each 
other in layered configurations and then framed or 
presented on light boxes to reveal the depth of 
layers present.

The Historic Physics Instrument Collection
One highlight of my time at the university was a tour of 
the Historic Physics Instrument Collection by curator 
Dr Robert Whitworth - including behind-the-scenes 
access to the stores. It informed my research into the 
material culture surrounding particle physics and I 
became particularly interested in two items. The first 
was Wheatstone’s wave machine, which uses undulating 
sequences of rods and beads to show how light travels 
in wave formation. The wave movement is created by 
the insertion of wooden templates into either end. 
Invented by Charles Wheatstone (1802 –1875) it was 
one of a number of philosophical toys that he developed 
to visualise hidden phenomena. The machine itself is 
depicted alongside the sketchbook in one of the hand-
drawn books, and references to the rods and beads can 
be found throughout the drawings.

The second item is Hibbard’s disc; a vital component of 
the Synchrotron, built at the University of Birmingham 
in 1953 and an example of a particle accelerator. 
The disk, designed by L U Hibbard rotated at high 
speed and controlled the capacitance. A series of tiny 
mirrors set into the black ring on its surface was used to 

monitor and control its rotation. A series of photographs 
of the disk in the Physics Photographic Archive show 
the simple flat shape in evocative black-and-white 
photographs as well as images of the Synchrotron when 
being decommissioned, showing the foundation holes in 
the floor echoing the shape of the disk itself. The negative 
spaces act as memories of the positive forms once 
installed above.

Drawings were made from memory of the photographs 
and the disk itself. Stencils were cut based on the 
drawings and were then used as templates, providing 
guidance and restrictions for mark making activity 
driven by movement, energy and direction.

Widening the collaboration
Professor Nikolopoulos has also developed the dance 
performance Neutrino Passoire, with Mairi Pardalaki, 
Fanny Travaglino, and Katerina Fotinaki from Paris. 
This was presented with my film The Sketchbook and 
the Collider as The Particle Event at mac Birmingham in 
March 2018. The event showcased a unique three-way 
conversation between the two artforms and the quantum 
world, discovering and exploring the commonalities of 
movement, interaction and making the invisible visible. 

In the context of dance and moving image work,
my drawing base can be seen both as strength but also 
a weakness. Movement of the human form to find 
equivalents to particles seems inherently advantageous, 
as does the use of computer programming. Both could 
provide a tighter match between particles interactions 
and the art produced. The physicists developed Monte 
Carlo simulations that use the computer to generate 
random scenarios that can be used to test out possibilities 
which can seen as a mirror of the sub-atomic reality of 
particle physics. Artists with a computer programming 
background could exploit this aspect. My main visual 
language is the making of marks, the creation of shape 
and the emergence of form in drawing. (When I make 
films the drawing base is evident, and even heavily edited 
footage often has a basis in a filmed drawing.) I can only 
hope that these restrictions become an enabling, creative 
factor like the restrictions of the Rotunda Gallery. 

A way forward might be shown by recent developments 
where we have returned to original ideas regarding 
moving image but in relation to a performance of the 
drawing activity rather than just the outcomes. “The 
sound of drawing,” involved the amplification of the 
sound of the pen moving across the paper during a live 
performance that also provided footage for a stand-alone 
film of the same name. This development is in its infancy 
at present but seems to draw insights from Professor 
Nikolopoulos's work with dancers Mairi Pardalaki 
and Fanny Travaglino. 
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It has been fuelled by the idea that:

The quantum world describes things not as they “are” 
but as they “occur” and interact. A world not of objects 
but of events. - Carlo Rovelli, 2015

The first public testing of The Sound of Drawing also 
involved the participation of the audience, which raised 
further interesting possibilities regarding interaction.

Professor Nikolopoulos and I have been working 
together now for over two years and the work shows 
no sign of abating. I think our willingness to continue 
is fuelled by our love of cross-disciplinary work and 
us both seeing the need for “creative curiosity’ to 
break across boundaries between separate disciplines. 
Professor Nikolopoulos I know has been impressed 
by my willingness to change my way of working to 
accommodate the introduction of new knowledge, 
and indeed it seemed disrespectful on my part to simply 
roll out usual methods and approaches in response to the 
research to which I was generously exposed.

Is this a collaboration or cooperation? Difficult to say. 
I produce the artworks following our intense discussions, 
shared teaching sessions, seminars and presentations, 
and I take full responsibility for any mistakes in the 
science underlying what I’ve produced. However the 
work would not have been made without my relationship 
with Professor Nikolopoulos and the crucial input he 
provides, not to mention the support, encouragement 
and friendship.

Ian Andrews MA RCA, has a diverse practice involving 
painting, drawing, sculpture and film, often presented in 
sprawling installations. Reduced, concentrated versions 
exist as a series of A3 hand-drawn books on tissue paper 
often over 50 pages long. 

Consistent themes involve the primacy of drawing and 
the importance of “networks structures” in a variety 
of contexts. Whether neuronal networks that create 
thoughts in the brain, or the quantum “foam” networks 
of subatomic structures.

He has recently completed his residency at the University 
of Birmingham working with the Particle Physics Group 
and installing an exhibition at the university’s Rotunda 
space in 2018. He has a solo exhibition at the Library of 
Birmingham, 5th April - 14th June 2019. 

Visit his website for links to project videos and more 
information at: http://ianandrewsfineart.tumblr.com 
https://twitter.com/IanAndrewsArt

Professor Kostas Nikolopoulos  - An experimental particle 
physicist at the University of Birmingham, he was 
strongly involved in the Higgs boson discovery and he 
received the 2019 Blavatnik Award for Young Scientists 
in the UK for his leadership and personal contributions. 
He aspires to further our understanding of mass 
generation for matter and is committed to inspiring a 
new generation of scientists and citizens through cross-
disciplinary collaboration and outreach activities.
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on-going challenge of time. Tell me, is it all ‘middle-aged 
woman doing made-up, busy things’?

https://typochondriacs.wordpress.com
typochondriacs@hotmail.com
@typochondriacs

ARTWORK CONTRIBUTORS

Lee Shearman (page 51) ‘The Livery of Lusk’ and ‘Murk 
of Illusion’ originally appeared in Emitron Occasional 
Micropaper, published by Borbonesa. The poems were 
intended as a polite poetic encapsulation of the thematic 
content of The Emitron Micropaper. The artwork and 
poems have since been made into miniature bookworks, 
and appear here a single page especially for this issue of 
The Blue Notebook.

Lee Shearman is a multi-disciplinary artist combining 
experimental abstract animation, book arts and design. 
In 2012 he founded Micro Library Books; a small-press 
publishing platform for which he designs and makes 
illustrative ideas-based, pocket-sized publications, and 
collaborates with illustrators and writers to create limited 
edition handmade books.

https://www.leeshearman.com
https://www.microlibrarybooks.com

Noriko Suzuki-Bosco (page 37) is interested in the book 
as a medium to connect people. She organises situations 
of making and sharing artists’ books for the creation of 
‘collective libraries’. She is currently undertaking a practice-
based PhD study at Winchester School of Art, examining 
the performative and relational qualities of artists’ books. 

Portable Carnegie Library was created with the involvement 
of the library community in Herne Hill, London who 
have been protesting against changes proposed to their 
Carnegie Library by the local council. The booklet has been 
distributed to other Carnegie Libraries in London and 
further afield.  

http://www.norikosuzukibosco.com
nori.ko@virgin.net

Iro Tsavala (page 48) is a Royal College of Art graduate, and 
lecturer in illustration at University for the Creative Arts, 
Farnham. 

Her work has been exhibited at Boston Children’s Museum, 
USA; Somerset House, London; Ethnographic Museum, 
Krakow; Bologna Children’s Bookfair, Italy; the Women’s 
Library, London; Animafest, Croatia; Seoul Guro Festival, 
South Korea; Imagine Science Film Festival, New York; The 
Poetry Society, London. 

http://www.irotsavala.com
hello@irotsavala.com

typochondriacs (page 4) Jump, Mama, Jump. 
‘typochondriacs’ is the print name for Gen Harrison, a 
purveyor of inky joy. 

My work has its foundations in, but is not exclusive to, 
the medium of letterpress. I am interested in language, 



52



53


