
The Blue Notebook
Volume 16
Number 2



1

�e Blue Notebook

Volume 16 No.2
Spring - Summer 2022



2

�e Blue Notebook is published in two formats: a PDF 
colour version, and a paper, black and white version. 
An annual subscription covers both formats for two 
issues, UK or international. For subscriptions, please 
visit: http://www.bookarts.uwe.ac.uk 

We welcome submissions of writing on contemporary 
artists’ books and related issues for �e Blue Notebook.
Please email Sarah.Bodman@uwe.ac.uk for guidelines
or see: http://www.bookarts.uwe.ac.uk/blue-notebook/

Artists’ contributions are by invitation from the 
Art Editor, Tom Sowden. 

�e Blue Notebook journal for artists’ books is published 
in association with Wild Conversations Press, Bristol, UK

Editor: Sarah Bodman
Art Editor: Tom Sowden
Cover Design for this issue: Lizzie Smith

Editorial address:
Impact Press at the Centre For Print Research
UWE Bristol, Kennel Lodge Road, Bristol, BS3 2JT, UK
Tel: +44 (0)117 328 4915
Sarah.Bodman@uwe.ac.uk 
www.bookarts.uwe.ac.uk

�e Blue Notebook
Vol.16 No.2 Spring - Summer 2022 
ISSN 1751-1712 (print)
ISSN 1751-1720 (online)

© 2022 publication, Impact Press
© 2022 texts, individual authors
© 2022 images, individual artists

Permission to photocopy texts for personal use, 
one-o� educational use in study packs, or for 
individual academic study is granted. For any 
other use, please contact the editor and the 
individual author or artist for their authorisation.

�e views expressed within �e Blue Notebook are not 
necessarily those of the editors or publisher.

http://www.bookarts.uwe.ac.uk/blue-notebook/


3

Contents

Artist’s page  -  Catherine Beaugrand 4

Introduction     5

My “Heroic Frenzies”
Ulrike Stoltz  7

Celebrating the 250th Anniversary of Steingruber’s  
“Architectural Alphabet”
Robert Bolick 23

People and books. Am I reimagining something?
Anna Juchnowicz   35

Café Royal Books
Documentary, Zines and Subversion
Craig Atkinson    39

Referees’ Biographies   46

Artwork contributors    47

Artist’s endpage  -  Eva Hejdström 48



4



5

Welcome to issue �irty-two of �e Blue Notebook

In this issue:  

In My “Heroic Frenzies”, Ulrike Stoltz re�ects on the 
typography in an artist’s book, inspired by and dedicated 
to Giordano Bruno: Caro Giordano. Resonanzen 
& Gestrüpp/risonanze e fratte. �e book was made 
in 2021 - awarded funding for the project by the 
Künstlerbuchpreis/Artist’s book prize Wolfenbüttel 2020.

In People and books. Am I reimagining something?
Anna Juchnowicz presents two di�erent but related 
recent book projects. Both books explore intimist 
literature as inspiration. Intimist literature includes 
all types of personal writing, correspondence, diaries, 
notebooks, etc. and is the subject matter of the artist's 
recent research.

Celebrating the 250th Anniversary of Steingruber’s 
Architectural Alphabet, Robert Bolick asks: What is it 
about artists’ books and architecture that they intersect 
so o�en? Architectural interiors and exteriors, ideas, 
themes, styles, landmark dwellings and edi�ces have 
found their metaphorical expression and embodiment in 
book art with such regularity that they make up a genre 
within the genre.

On the eve of a retrospective exhibition (April - June 
2022) at �e Martin Parr Foundation in Bristol, UK, 
founder Craig Atkinson writes about the history of Café 
Royal Books. Café Royal Books – est. 2005 – publish 
utilitarian, a�ordable and accessible zines, highlighting 
and preserving post war documentary photography that 
has links to Britain and Ireland.

�ank you to our three artist contributors to this issue, 
whose works were selected from the World Book 
Night 2022 project Ghosts in the Machine: Catherine 
Beaugrand - intro page, Eva Hejdström - end page. 
Cover design for this issue: Lizzie Smith

�is issue marks some changes for �e Blue Notebook. 

We say farewell with many thanks indeed to our 
referee Susan Johanknecht, who has been with us 
since the �rst issue in 2006. Susan is an artist and writer 
working under the imprint of Gefn Press 
(http://www.gefnpress.co.uk). She is interested in the 
artist’s book as a site for collaborative practice and has 
co‐curated projects including Here are my Instructions 
with Professor Redell Olsen (2004), of average sunlight 
(Bookmare 2) with Finlay Taylor (2017), Volumes (of 
vulnerability) (2000) Cunning Chapters (2007) and 
Poetry of Unknown Words (2017) with Dr. Katharine 
Meynell, which is currently on display in the Treasures 
of the British Library Gallery. Her recent works include: 
Notes of a Selenographer (2020) and Enter [the Page as a] 
lady, co‐published with the Boundary Street Press and 
produced as part of the AMBruno One and many pages
project (2020). Susan was Subject Leader of MA Book 

Arts, Camberwell College of Arts from 1997‐2018. 
She has been a supportive critical friend for many of our 
writers and we are eternally grateful to her for all her 
reviewing over the years. 

�anks to our referees, Dr Anne Béchard-Léauté 
(France) Maria Fusco (UK) Je� Rathermel (USA), Dr 
Paulo Silveira (Brazil) and Ulrike Stoltz (Germany/Italy 
- who also wrote for this issue) for their ongoing peer 
review duties and feedback to contributors. 

We introduce our new referee, Dr Caren Florance, 
Adjunct Assistant Professor in the Centre for Creative 
& Cultural Research at University of Canberra (UC 
CCCR), Australia. Her teaching career has been broad: 
Typography, Creative Writing and Cultural Heritage at 
UC; Text in Art and �e Book as Art at the Australian 
National University Printmedia & Drawing Workshop 
and the National Art School in Sydney. Research interests 
include creative materiality, contemporary bibliography 
and Australian artist book history. Her creative practice, 
sometimes under the imprint Ampersand Duck, is text-
based and poetic, rooted in handset letterpress, and spans 
the spectrum of book publishing and design. It is held in 
national and international library collections. Her latest 
commercial publication is Lost in Case (Cordite Books, 
2019). https://caren�orance.com

�e address for the colour PDF version of this issue is: 
www.bookarts.uwe.ac.uk/tbn/x2786/9sh3/tbn32.pdf

And the last (big) change is that this issue will be the last 
physically printed issue supplied by us. Delays during 
lockdowns and changes to postal services from the UK 
to Europe due to Brexit have made it impossible to print 
and send issues to our friends in many countries. 
So, from the next issue we are going digital. You will 
be able to download a free pdf of any issue from our 
website from autumn 2022. We will also provide links 
to order individual copies of all back issues via print-on-
demand for those who prefer a printed version. 

Keep a lookout on our website for forthcoming issues:  
http://www.bookarts.uwe.ac.uk/blue-notebook/

Many thanks to all our subscribers for supporting the 
publication of �e Blue Notebook over the years. 

We hope you will continue to enjoy our journal as it 
moves online. We hope the free versions will allow 
new readers to discover the rich variety of writing on 
contemporary artists’ books that has been, and is yet to 
be published…

Sarah Bodman
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�e copy no. 1 (of an editon of 18) which is now in the Herzog August Bibliothek in Wolfenbüttel, is bound in “half-parchment”, 
with reference to the fact that all the old books in the Herzog (Duke) August’s library are bound in parchment. �e paper used for 
the cover was handmade from �ax by John Gerard. Photo: �omas Lemnitzer.

One of my sketchbooks. I was 
collecting all sorts of associations, 
some of which made it into the book. 
On this double page one sees some 
texts from songs by the group Nuova 
Compagnia di Canto Popolare; they 
come from Napoli and sing many 
songs in the Neapolitan dialect—
which Giordano would of course 
have understood. With the QR code 
included in my book one may listen 
to the music while turning the pages. 
Photo: Ulrike Stoltz.
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My “Heroic Frenzies”1

Ulrike Stoltz

A few remarks on the typography in an artist’s book, 
inspired by and dedicated to Giordano Bruno:

Caro Giordano. Resonanzen & Gestrüpp/risonanze e 
fratte.
(Künstlerbuchpreis/Artist’s book prize Wolfenbüttel 
2020)

“‘Di�cilis est liber, fateor immò: �is book is di�cult, 
I confess’, wrote Giordano Bruno, introducing his book 
De monade numero et �gura (Frankfurt am Main 1591), 
and I cannot resist the temptation to make this quote 
my motto. �is is a book about Giordano Bruno, and it 
is full of fractures. Something in me refuses to smooth 
it out, to harmonise it. It is not a scholarly book, even 
if it contains quotations, identi�es them as such, and 
correctly names the sources. Nor is it a novel, even if in 
some places I describe scenes that might make one think 
so. �ere are also poems, even anagrams. Some passages 
could be from non-�ction books, even if they are partly 
speculative. Counting is done, horoscopes are made, 
pictures tried to understand, circumstantial evidence is 
given. I don’t disdain ‘esoteric sources’ either.”2  

In this article I will not go deeper into explaining 
Giordano’s thoughts and philosophy. I only would like 
to mention that labelling him as an atheist or a martyr 
for freedom is much too limited. I will also not go into 
detail about the speci�c contents of my book, but only 
mention them brie�y insofar as they in�uence the 
typographic design.

My background
I decided to write about the typography in this book, 
because for me it is a natural form of expression. Actually 
I came to typography because I always loved to read, 
and I have always been keeping a diary, which is a good 
exercise, but of course the style of writing changed a 
lot over the years! I should perhaps also mention that 
when I learned about typography during my studies at 
Hochschule für Gestaltung in O�enbach am Main there 
were no computers yet. �ere was a huge space with 
lead type and presses, and I must say the equipment in 
the workshop, that is, the range of di�erent typefaces, all 
high quality there, was the best I have ever seen. �is was 
due to the fact that there were two special, world-famous 
type foundries nearby: Gebr. Klingspor in O�enbach and 
Stempel in Frankfurt, which supplied the university with 
the best they had. In the early 1980s phototypesetting 
was introduced, which is a kind of hybrid technique, as it 
involves both analogue and digital processes. Computers 
arrived when I le� the Hochschule. I write about this 

background to illustrate how I grew up, typographically, 
with one foot still in the old world, but the other one 
already in the new age. Add to that the fact that I earned 
my living as a secretary during college, so I can type 
properly, with ten �ngers, without looking, and rather 
fast. All this contributes to the way I think about type, 
and how I work with it.

Starting to work
At �rst, reading was important during the process of 
making this book. I was reading Giordano Bruno (mostly 
in very good translations into German3) and reading 
books and/or articles about him4. I kept a dedicated diary 
and �lled many sketch books, making notes, writing my 
own texts, and also drawing, and taking photographs. 
So very soon my reading was accompanied by writing.

A handwritten letter
�e Herzog August Bibliothek owns a handwritten 
letter5 by Giordano Bruno, and as I had been interested 
in Giordano Bruno and his philosophy already for 
quite a while6 I decided to make this letter the starting 
point of my project. At the beginning of February 2020 
I received the news that I had been awarded the prize. 
One does not get the award for a work that already 
exists, but one applies for it with a concept for a project 
that should be “inspired by the holdings or themes of 
the Herzog August Bibliothek.”7 I had already started 
working on it beforehand because I felt that I simply 
had to do this book, no matter what the circumstances. 
I went to Wolfenbüttel to see the original letter—and at 
the beginning of the following week, lockdown began 
and the library was closed. �e letter (which is very 
famous because we have almost none of his manuscripts 
today) is written in Latin, but it is comparatively easy 
to read. One can see how trained his hand was, and as 
he was Italian, his style of writing is close to humanistic 
minuscule8 which is much closer to how we write today 
and therefore much easier to read than the style of 
handwriting that was in use in Germany at Giordano’s 
time. �is encouraged me to start writing my texts by 
hand—but I must confess that I soon tired of that, and I 
returned to typing on the computer.

Form and content
As a typographer I cannot “just” write a text without 
seeing the image of it (the inseparable connection of 
form and contents), which means I was designing the 
text, the layout, the book from the very beginning. I 
never separated one from the other: My reading and 
writing in�uenced the form it took on the page, and the 
typography inspired many (not all) of the images I made. 
�e form is never “empty”, and the text does not �oat 
detached above the page, but is grounded in the page and 
takes a form that I thought to be appropriate.
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Typeface: IBM Plex Mono bold (as used in the chapter with anagrams). (Screenshot from the pdf-�le)

Typeface: IBM Plex Mono light italic (as used in the chapter with my poetry). (Screenshot from the pdf-�le)

Typeface: Neue Haas Unica medium (as used in the chapter about circles) (Screenshot from the pdf-�le)
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�e typefaces
In my book I use three di�erent typefaces in various 
weights. 

Jauria is a free font in the style of what we in Germany 
call “Renaissance Antiqua”, a type category that is called 
“old style” in English. As Giordano is clearly a child 
of the Renaissance period (although he lived on the 
edge to the Baroque age), I wanted to have a typeface 
that refers to his time, but should not necessarily be 
an “original”9 of that time, like for example Garamond, 
Bembo, and the like. Jauria has many details that make 
it very contemporary, best seen in larger type sizes, 
details in form that give an impression of “punk” without 
interfering with the legibility in smaller type sizes.

I have always loved setting the body text in italics, 
although this is usually only used for highlighting. 
But it reminds, of course, of the ductus of handwriting. 
And furthermore Aldus Manutius (whom I like to call 
the “Leonardo of type”) set and printed a lot of his books 
completely in italics.

But Jauria has a serious disadvantage: there are only three 
weights: regular, italic, and bold—clearly not enough for 
the various texts that come together in this book. 
So I had to �nd other typefaces to serve my needs.

�e second typeface is IBM Plex Mono, also a free font. 
At �rst, I used it for setting the anagrams (there is a 
whole chapter just with anagrams), where a monospace 
typeface seemed to be appropriate as each letter has the 
same importance and value. �is underlines the idea of 
the combinatorial. I use the medium weight, which has a 
sort of strictness about it.

And then I kept it for typesetting my poetry and lyrical 
prose (using the light italic weight), where it supports 
the impression of a typewriter, a kind of “manuscript” or 
handwriting—I know that this is an old-fashioned idea, 
as the (handwritten) manuscript as the initial form of a 
text almost does not exist any more, not to mention that 

today no author uses a typewriter. Nevertheless there is 
an impression of “making-of ”, of being in the workshop.

�e third typeface is Neue Haas Unica. �is typeface 
blends Helvetica and Univers and thus appears quite 
modern and contemporary, although the type design 
is originally from the end of the 1970s. I use it for 
quotations by other authors, for footnotes, and similar 
occasions. �is typeface might be categorised as “static 
sans serif ” which I think is a nice contrast to the 
dynamic Jauria. 

How do I make the decisions which typeface I want to 
use? Actually, I always have a few typefaces that I prefer 
for the moment (which might be for quite a while), and I 
use them for whatever I have to do, everyday (not when 
I have to do a proper book design though, that is another 
and very di�erent decision making process). Using these 
typefaces every day helps me to get familiar with them, it 
trains the feeling I have towards them, I know what they 
like and what they don’t like: we become friends. And 
this little “pool” of typefaces changes over the years. 

�e layout
I stumbled rather by chance across a woodcut by 
Giordano Bruno at a very early stage of my research, 
which was the inspiration for my layout. �is woodcut 
Archetypus is an upright rectangle with ten points on its 
edge marked by letters. �e shorter sides of the rectangle 
are bisected by one point each; the longer sides are 
divided into thirds by two points each. Lines go from 
every point to every other point: everything is connected 
to everything. (�is is, as you may guess, fundamental to 
Giordano’s philosophy.)

�e reproduction of the woodcut in my book is 
extremely enlarged, but this way, when you turn the 
page, you immediately notice what it’s all about. I 
reconstructed the grid on my computer (the yellow lines 
in the background), and by connecting crossings in his 
drawing I constructed a second grid (greyish-brown 
lines) on top. So both grids, his and mine, come together 
and give me sheer endless possibilities of opening the 
type area. �at is the principle that organises the text on 
the page. And in every chapter I make di�erent use of it. 

�e type area in my book is not rectangular as usual, it 
does not follow the “classical” construction scheme10 that 
Raúl M. Rosarivo and Jan Tschichold discovered when 
examining the Gutenberg bible and other incunabula, 
and which is based on the Golden ratio; nor does it 
follow any of the grid constructions developed by the 
Swiss typographers.11

Instead I draw a zig-zag line following the various lines 
in my grids until the polygon is closed and may then 

Typeface: Jauria italic (as used on the title page of my book). 
(Screenshot from the pdf-�le)
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Woodcut Archetypus
(as reproduced in 
my book, on the 
right). Photo: �omas 
Lemnitzer.

�e two grids: �e yellow one is the reconstruction 
of the lines in Giordano’s Archetypus, the 
light grey-brownish lines are my grid which I 
constructed on his one. (pdf from the printed 
document). See pdf of this issue for the colour 
diagram.
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be �lled with type. I used di�erent colours and patterns 
for the line to make the form visible, and I adjusted the 
shapes to the respective text length so that the text always 
�lls the whole shape, if possible. 

But playing around with the grid I soon discovered other 
possibilities: Instead of circumscribing the type area with 
an irregular line I sometimes just coloured it, or I made 
a layout with a coloured area—the text is not congruent 
with it, but sits on top and describes a form of its own.

�ere is also a chapter with quotes by Giordano Bruno 
about love and �re, and I use the grid to make the �ames 
or �re-tongues visible.

�ere are two text chapters in which I discuss two 
enigmatic woodcuts12 by Giordano Bruno. He never 
explained13 what they are supposed to mean, which is, 
for me, a kind of “carte blanche”. �e construction of 
the type area is similar, but di�erent. Here, it refers to a 
�gure by Ramon Llull, which shows a similar grid, but 
based on a circle, not a rectangle, like Archetypus was. 
�e type areas I draw from this grid are mostly irregular 
pentagons or hexagons; they kind of rotate on a polygon 
with nine corners. 

�ey also come back in a series of original drawings 
(not geometrically constructed, but just drawn) which 
I call der Satzspiegel als Gedächtnisort (“the type area as 
memory palace”) thus making a reference (or even a non-
verbal comment) to the art of memory that Giordano 
Bruno was so famous for. 

Footnotes are placed outside the irregular shapes, as close 
as possible to where the reference number is given, or, 
if I want to make them less important, on the bottom or 
edge of the page. I also use my grid as a motif for the title 
page of each chapter, varying and deconstructing and 
reconstructing it as the book progresses. (Typefaces are 
IBM Plex Mono bold and Jauria regular and italic.)

Turning the pages in the book, one will see that towards 
the end of the book there are fewer pages with yellow 
lines in the background, which represent Giordano’s 
grid, and more and more pages with the greyish-brown 
lines that are my grid, or even pages that do not have a 
visible grid in the background at all. �at has, of course, 
to do with how the texts slowly depart from Giordano 
and more and more develop a life of their own. He is, of 
course, still the inspiration, but my own issues become 
more and more clear.

Working with type can seem to be restricted. You have to 
set letter a�er letter on a straight line (do you?), and line 
a�er line to make up a rectangle (really?) �is is a default 
that has its origin in the technique of setting lead type 

by hand. Digital typesetting allows a freer approach. But 
attention: �e programmes are full of defaults as well. So 
most important are the defaults in your head.

When you design with type the question remains: 
What is “allowed”? Although I know that many think 
of typography as a “zone” full of rules and regulations, 
and many of these do make sense for better legibility, I 
must say I am not a great friend of this “moral” approach. 
For me, the most important question is: How does 
the typography in�uence or perhaps even change the 
perception of the text? �e visual form in which the 
text appears may enhance and strengthen or contradict 
the sense that the author intended. Typography is never 
“neutral”. �us, the typographer or book designer takes 
the role of a non-verbal co-author, and like a theatre or 
�lm director they interpret the writer. Does it make it 
easier if the author and the typographer are the same 
person? I don’t know. And it is not always a good idea 
to re-write your text if you can’t �nd a typographical 
solution that satis�es you.

Regarding all this I am very thankful to Giordano and 
the gi� Archetypus he gave to me! �at made some parts 
of the work very easy from the very beginning on. I did 
not make any sketches or try-outs on the computer like 
I usually do, I just knew that this was the right way and 
started to play.

From the few readings and presentations of the �nished 
book I was able to do so far, I also know that especially 
students very much like the zigzag of the type area; I 
think this has to do with the element of movement that 
these forms have as they are changing from page to page. 
So how could this be translated into a digital form that 
could and should include a real movement?

Text and image
�e typography may seem to be in harsh contrast to 
some of the images in the book, but most of the images 
are more or less a result of what happened before in how 
I dealt with text and type. And they are inspired by the 
themes that were important to Giordano Bruno, like, for 
example, the circle.

But a�er all, I am not an illustrator, I am a typographer. 
Which means I can read a text without immediately 
seeing pictures with it. Also I don’t think in pictures 
(at least I assume it is like that). I am a very abstract 
thinker. I recognise writing, and type, as an image in 
its own right. Both writing and type have a dual nature:
�ey mean something, and they look a certain way. 
“Type is what language looks like”, said Ellen Lupton.14 In 
the beginning, when I was still a student, I worked very 
intuitively with both dimensions. 
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One page of the introduction (in Italian), with the footnotes outside of the type-area. (pdf from the printed document) 
�e form of the type area varies from page to page.
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One page from the chapter with my poetry, where only my grid remains, part of it is coloured, but the text sits on top 
and makes up its own shape. (pdf from the printed document)
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One page from the chapter with quotes by Giordano Bruno about Love & Fire; I use the grid to construct the 
�ames. (pdf from the printed document)
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Double page from the image chapter der Satzspiegel als Gedächtnisort (“the type area as memory palace”). 
�e drawings copy the forms of the type area of the corresponding text chapter (see Fig. 12) and the constructions 
made with these vary in the whole series (which makes each of the 18 copies a one-o�). Photo: �omas Lemnitzer.

Double page from the book with the Prima Figura Llullii, from which I took the grid for this chapter. Texts on the 
opposite page is set in type areas of pentagonal forms, which vary from page to page. Photo: �omas Lemnitzer.
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A title page of one of the text chapters. �e grid is always in red on these pages, and always deconstructed in a 
di�erent way. (pdf from the printed document)
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Another page from the chapter with my poetry, also to give an idea of the variations. Only my grid remains, 
part of it is coloured, but the text sits on top and makes up its own shape. (pdf from the printed document)
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Double page from the last text chapter, which is about resonance. �e grid is no longer visible (but it is still 
there).

Last page of the text chapter about circles on the le�; on the right the �rst page of the corresponding image 
chapter (monoprint, stamps, drawings on very light Japanese paper). Photo: �omas Lemnitzer.
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Over the years I understood that I (probably) switch 
between the le� and right hemisphere of my brain, 
constantly, fast, and without being conscious of it. People 
growing up with Chinese or Japanese writing systems, for 
example, are more used to that than those using the Latin 
alphabet, who mostly have forgotten that the A once was 
the head of a bull.

In the context of Giordano Bruno and the art of memory 
the question of text and image is particularly important. 
�eoretically, the mnémotechnique wants you to imagine 
pictures at certain places, and when you walk through 
your memory palace you pick up one picture a�er the 
other and thus remember what you want to say. Giordano 
was an absolute master of memory (he knew the work of 
Aristotle by heart); he played with it in such a virtuous 
way like, one could perhaps say, Paganini was playing the 
violin. 

In his Forma Atrii he constructs a memory palace with 
nine �elds. On the 24 following pages in his book De 
Imaginum, signorum, & Idearum compositione15 each of 
these �elds is �lled with three words that evoke certain 
images. I won’t go into any further details as the matter 
is too complicated and I can by no means claim to have 
understood everything. But the connection is obvious 
and very exciting. 

So far I just reconstructed the frame of the nine �elds 
with brass lines, printed it black onto black paper, and 
deconstructed it from page to page. While working, 
I asked myself: Are we losing our memory?

Book design and production
As Giordano was working at what was the state of the art 
(of printing) at his time, I wanted to do the same today 
(and not imitate his time and thus restrict myself). I also 
wanted to use both industrial and manual techniques.
�e format of the book was clear from the very 
beginning: It is the format of the letter in the library. 
�e closed book is 21 cm in width and 34 cm in height, 
two numbers that follow each other in the Fibonacci 
sequence and thus get rather close to the Golden ratio. 
�e book structure organises the alteration of text 
chapters and image chapters. Each text chapter has 16 
pages which makes up one section16—a natural break 
between two parts when binding the book. All texts are 
digitally set and printed (inkjet on Mohawk Extrarough). 
�e images use various techniques such as original 
drawings, (handmade) stamps, letterpress, screenprint, 
o�set and digital print (laser) on various types of paper. 
�e 18 copies of the book were bound by Ricarda Rau in 
Darmstadt in the classical form of the codex. 

I must stop here. I could go on for hours telling stories 
about this book and its contents, about the adventure 
of producing it, about Giordano, his life and thoughts. 
Crazy? 
I would say: passionate. Or: in �ames. An adequate 
image. Giordano speaks of Gli eroici furori17, the Heroic 
Frenzies. So I know I am in good company. 

Ulrike Stoltz made her �rst artist’s book in 1983. She 
was a founding member of the book artists’ group Unica 
T (“Unica T is a �ctitious person making real books”), 
which was active between 1986 and 2001. A�er the group 
split she continued her artistic collaboration with Uta 
Schneider as ‹usus› until today. 

She was Professor for Typography, �rst at the University 
of Applied Sciences in Mainz, and from 2000 until 2018 
at the University of Arts in Braunschweig. Her book 
Caro Giordano was awarded the Artist’s Book Prize of the 
Herzog August Bibliothek Wolfenbüttel 2020. 

Due to the pandemic the presentation was also 
transmitted livestream and can still be seen on YouTube: 
https://www.youtube.com/watch?v=T6nRreuWOBA

�e library has also put the book in an exhibition 
online which is very informative as it also shows some 
of the �rst edition books of Giordano Bruno: https://
artsandculture.google.com/story/6AXBxNeWIieWIQ
All pages are turned here: http://druckundbuch.i�s.de/
indexOBJ.php?dubSpr=de&dubSho=bestof2021&dubO
nr=2807 (all links as of 30th January 2022)

A view of the book blocks in the binding press gives an 
idea how text and image chapters alternate with each other 
regularly. Photo: Ricarda Rau.

https://artsandculture.google.com/story/6AXBxNeWIieWIQ
https://artsandculture.google.com/story/6AXBxNeWIieWIQ
http://druckundbuch.ifjs.de/indexOBJ.php?dubSpr=de&dubSho=bestof2021&dubOnr=2807
http://druckundbuch.ifjs.de/indexOBJ.php?dubSpr=de&dubSho=bestof2021&dubOnr=2807
http://druckundbuch.ifjs.de/indexOBJ.php?dubSpr=de&dubSho=bestof2021&dubOnr=2807
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Reproduction of the Forma Atrii on the right (which is, in the original book from 1591, on a le� page). On the le� page in my 
book is an (enlarged) reproduction of the title page of De Triplici Minimo et Mensura, one of the books Giordano Bruno had 
printed in Frankfurt am Main (the so-called Frankfurt Trilogy). Photo: �omas Lemnitzer.

Me setting the brass lines for the image chapter based on the Forma Atrii. I chose this picture of the making as the print is 
black on black and therefore very di�cult to reproduce. Photo: Simon Malz.
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u.stoltz@boatbook.de
https://www.boatbook.de
Instagram: @usus_artists_books

Notes
1. Giordano Bruno: De Gli Eroici Furori. Paris 1585. 
German: Von den Heroischen Leidenscha�en. Giordano 
Bruno Werke, Band 7. Meiner Verlag, Hamburg 2018. 
English (for example): �e Heroic Frenzies, ed. by P. E. 
Memmo, Chapel Hill 1964.

2. Quoted from the foreword of my book Caro Giordano 
(which has no page numbers). If not otherwise stated, all 
translations from my book into English are by me.

3. For example: Giordano Bruno, Werke. Edited by 
�omas Leinkauf. 7 Volumes, bilingual (Italian and 
German; the “Italian Dialogs”, which were published 
between 1582 and 1585). Meiner Verlag, Hamburg 
2007—2019.

4. For example: Paul Richard Blum: Giordano Bruno. 
Beck, München 1999; Jochen Kirchho�: Giordano Bruno. 
Rowohlt, Reinbek 1980; Hans Blumenberg:  Aspekte 
der Epochenschwelle: Cusaner und Nolaner. Suhrkamp, 
Frankfurt am Main 1976; Klaus Heipcke et al. (eds.): 
Die Frankfurter Schri�en Giordano Brunos und ihre 
Voraussetzungen. VCH, Weinheim 1991; Nuccio Ordine: 
Die Schwelle des Schattens. Literatur, Philosophie und 
Malerei bei Giordano Bruno. Königshausen & Neumann, 
Würzburg 2009; Wolfgang Wildgen: Das kosmische 
Gedächtnis. Kosmologie, Semiotik und Gedächtnistheorie 
im Werke Giordano Brunos. Peter Lang, Frankfurt am 
Main 1998—just to mention a few…

5. �e signature is: Cod. Guelf. 360 Nov., f. 43. �e letter 
is reproduced almost 1:1 in my book, but I have the 
rights only for that occasion, so I cannot reproduce it 
here. I also did some research: it is not to be found on the 
internet.

6. I had already made three other books inspired by 
Giordano Bruno: 1. Übungshe� 1/2: Exercises in Book 
Making (�e 8th of the “Sibylline Books”). With my own 
texts, as well as quotations from Giordano Bruno. 69 
pages; 12 x 19 cm; 10 copies; 2003. 2. per G.B. With text 
excerpts from the works of Giordano Bruno, and a text 
by me. Ink and pencil drawings and handwriting on 
Japanese paper. 292 pages; 18 x 23 cm; one-o�; 2003. 
3. Giardino Giordano. Text by me, inspired by Giordano 
Bruno and Ikkyu Sojun. Original drawings and 
photographs (inkjet print) on Carta Gialla. 80 pages;
19 x 26.8 cm; one-o�; 2017.

7. <https://www.hab.de/en/kuenstlerbuchpreis/> 
[7.12.2021], my translation.

8. In the 4th chapter of my book, I do take a much closer 
look and examine both how he wrote and what he writes 
about.

9. We never work with any “original” type—transferring 
the typefaces from one type setting technique to the next 
has changed the letters considerably, although they carry 
their memory with them.

10. A very good introduction with various methods 
of construction is given in Albert Kapr/Walter 
Schiller: Gestalt und Funktion der Typogra�e. VEB 
Fachbuchverlag, Leipzig 1983, p. 33—35.

11. Cf. Josef Müller-Brockmann: Grid systems / 
Rastersysteme. Niggli, Niederteufen 1981.

12. One knows for sure that he cut the woodcuts himself. 
For more details about that see “Caro Giordano”, chapters 
5, 6, and 7. (no page numbers)

13. Mino Gabriele (ed.): Giordano Bruno: Corpus icono-
graphicum, Milano 2001, p. 426

14. Ellen Lupton: �inking with type. A critical guide 
for designers, writers, editors, & students. Princeton 
Architectural Press, New York 2004, 2010. Motto.

15. Frankfurt am Main 1591.

16. While working on the book I learned that the Italian 
term for “a section” is “un sedicesimo”!

17. See Note 1.
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Johann David Steingruber’s Architectonisches Alphabeth (1773). Photo: Munich, Bavarian State Library. 
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Celebrating the 250th Anniversary of Steingruber’s  
“Architectural Alphabet”

Robert Bolick 

What is it about artists’ books and architecture that 
they intersect so o�en? Architectural interiors and 
exteriors, ideas, themes, styles, landmark dwellings and 
edi�ces have found their metaphorical expression and 
embodiment in book art with such regularity that they 
make up a genre within the genre. Perhaps it is that, as 
Victor Hugo expresses it in Nôtre-Dame de Paris (1831), 

… the human race has two books, two registers, two 
testaments: masonry and printing; the Bible of stone and 
the Bible of paper… �e past must be reread upon these 
pages of marble. �is book, written by architecture, 
must be admired and perused incessantly; but the 
grandeur of the edi�ce which printing erects in its turn 
must not be denied. (Book V, Chapter 2, p. 187) 

Or perhaps it is even more fundamental; again, as Hugo 
expresses it, this time in his posthumous �e Alps and the 
Pyrenees (1890): 

All letters were signs at �rst, and all signs were images 
at �rst…  Human society, the world, man as a whole, is 
in the alphabet… A is the roof, the gable with its cross-
beam, the arch, arx;… Z is the lightning, it is God.
(pp. 64-65)

Beneath the mysticism and pareidolia, Hugo is on to 
something. Maybe the a�nity of books and architecture 
lies in the origin of the raw material of books - the 
alphabet - whose second letter comes from a mark 
signifying shelter or house.

�is wondering and wandering about the intersection 
of architecture and the artist’s book is prompted by the 
approach of the 250th anniversary of the publication of 
Johann David Steingruber’s Architectonisches Alphabeth 
(1773). �is postcard-famous volume of print folios 
depicts architectural elevations and plans for residences 
in the shape of the letters of the alphabet. It is dedicated 
to Christian Friedrich Carl Alexander, Margrave of 
Brandenburg-Ansbach, not to be confused with the 
paying dedicatee of Bach’s Brandenburg Concertos, 
the Margrave of Brandenburg-Schwedt. By a baroque 
coincidence, however, the �rst Brandenburg concertos, 
the ones composed by Giuseppe Torelli and in�uencing 
Bach, are dedicated to the Margrave of Brandenburg-
Ansbach, then George Friedrich II, Alexander's
great-uncle who employed Torelli as court composer. 
Unlike Bach, however, Torelli received no direct payment 
for his composition. Steingruber too had to be satis�ed 
with his payment as an appointee (court and public 

surveyor, and later principal architect of the board of 
works).

Steingruber may have felt he had good reason to 
be mi�ed. A�er all he had published the volume in 
installments at his own expense and made sure that the 
Margrave's monogram (and that of Carolina Frederica, 
his wife) in building form appeared in the span above the 
roman arch on the title page. His elevations and plans 
draw attention to the heating, kitchen, toilet and servants' 
arrangements as if conferring with a prospective client 
ready to commission one of these typographic palaces. 
Perhaps he was thinking, Who would not want a serif 
with a view? Or conduct guests on a tour of the bowl, 
capline, crossbar, stem, stroke and tail of the property? 
In a �ourish that illustrates the intersection of book 
and architecture, the title page presents the title and 
subtitle inside an arch and serves double duty as a Table 
of Contents with thumbnail images of the letter-shaped 
buildings to come inscribed on the columns.

�e Books On Books Collection holds two facsimiles 
of this work. �e Merrion Press and George Braziller 
published the �rst; Ravensburger Verlag, the second.

Above: Architectural alphabet (1773/1972) Johann David 
Steingruber. Published by Merrion Press. 
Photo: Books On Books Collection. Below: Architectonisches 
Alphabeth (1773/1995). Prepared by Joseph Kiermeier-Debre 
and Fritz Franz Vogel for Ravensburger Verlag. 
Photo: Books On Books Collection.
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Clockwise from top le�: Champ Fleury (1529/1927) Geofroy Tory. Translated into English and annotated by George B. Ives, 
Designed and printed by Bruce Rogers. Photo: Books On Books Collection; Alfabeto Pittorico (“Pictorial Alphabet”) (1839/1998) 
Antonio Basoli. Prepared by Joseph Kiermeier-Debre and Fritz Franz Vogel for Ravensburger Buchverlag. Photo: Books On 
Books Collection; Yud Gallery interior, �e Contemporary Jewish Museum – CJM in San Francisco, California, Daniel Libeskind. 
Photo: Paul Dyer; Alphabetto Pittoresque (“Picturesque Alphabet”) (1842/1973) Giovanni Battista de Pian. Reproduced in Ein 
Schmuckalphabet aus Wien (“Alphabet Jewelry from Vienna”) Anton Durstmüller. Published by Fachhochschule f. Druck. 
Photo: Books On Books Collection. 
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�e Architectural Alphabet’s 250th anniversary deserves 
a celebratory exhibition - even if only online. Its goal 
would be to test a set of propositions on the a�nity of 
architecture and book art with works from the Books 
On Books Collection and others outside the collection. 
Consider this essay the groundbreaking ceremony for an 
event to open o�cially in January 2023.

Proposition #1: �e a�nity of architecture and artists’ 
books lies in the alphabet. Of course the �rst exhibit 
would be Steingruber’s Architectural Alphabet, but 
related works  -  before and a�er, published or built  
-  will clamour for admission: Geofroy Tory’s Champ 
Fleury (1529/1927/1998), Antonio Basoli’s Alfabeto 
Pittorico (1839/1998), Giovanni Battista de Pian’s 
Pictorial Alphabet series (1842), and Daniel Libeskind’s 
Contemporary Jewish Museum (2000), whose form 
within the walls of a former power substation is 
composed of two Hebrew letters  -  the Yud and the Chet  
-  which make up the word Chai (Life).

Proposition #2: �e a�nity of architecture and artists’ 
books lies in telling stories. As Daniel Libeskind has 
said, “For me, a building is a medium to tell a story.” 
Emily Speed’s Unfolding Architecture (2007) tells the tale 
of Gordon, a city dweller who witnesses the collapse 
of public buildings and, ultimately, his own home as 
the urban fabric begins to unfold around him - a story 
replicated by the housing’s structure and the book’s 
accordion fold.

But Ulises Carrión denied that books are about narrative. 
Instead they are about space and time, which leads to the 
next proposition.

Proposition #3: �e a�nity of architecture and artists’ 
books lies in space and time. Olafur Eliasson’s Your 
House (2006) is a laser-cut model of his residence in 
Copenhagen at a scale of 1:85, which means that each 
page equates to a 220 mm section of the actual house. In 
the �lm Russian Ark (2003), Aleksandr Sokurev made 
cinematic history with his one continuous shot in 90 
minutes, depicting a 17th century time traveller moving 
through di�erent periods of history as he moves through 
the rooms of St. Petersburg’s Winter Palace. �e �lm 
inspired Johan Hybschmann’s Book of Space (2009).

Unfolding Architecture (2007) Emily Speed. Photo: Books On 
Books Collection.

Top to bottom: Your House (2006) Olafur Eliasson; Book of 
Space (2009) Johan Hybschmann. Photos: Books On Books 
Collection.
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Ise Jingū: Beginning Repeated (2011) Marian Macken. Photo: Books On Books Collection.

30 St Mary Axe: Diagrid (2009) 
and 30 St. Mary Axe: Cladding (2009) 
Mandy Brannan.
Photos: Books On Books Collection
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How do you read works like this? �e size, weight 
and delicacy of Eliasson’s book and the fragility of 
Hybschmann’s book and its need for an armature to 
freeze-frame it defy a simple turning of pages. 
�ey must be turned slowly and carefully. Both 
works heed the task of the arts as posed by architect 
Juhani Pallasmaa for our age of speed: to defend the 
comprehensibility of time, its experiential plasticity, 
tactility and slowness. (�e Embodied Image, p. 78).

Proposition #4: �e a�nity of architecture and artists’ 
books lies in process. A trained architect and book artist, 
Marian Macken articulates and illustrates in her book 
Binding Space why and how the artist’s book can serve 
as an important tool for design, documentation and 
critique of architecture. Macken’s perceptive descriptions 
show how to observe materiality and its functioning and 
understand how they contribute to the making of art.

Investigating bookness results in the book becoming a 
highly productive intervening medium with which one 
can imagine, investigate, analyze, represent and exhibit 
particular qualities  -  haptically, and with narrative 
and ambiguity  -  of a built environment and the design 
process. �rough the book, we read spatial practice 
anew (p. 163).

Reading Macken’s book will sharpen the ability of any 
reader or viewer to appreciate book art, especially her 
Ise Jingū: Beginning Repeated (2011). Ise Jingū is a Shinto 
shrine complex in the Mie Prefecture, Japan. “Once every 
20 years, since ... the seventh century, every fence and 
building is completely rebuilt on an identical adjoining 
site, a practice of transposition known as shikinen-zōkan”
(Binding Space, p. 101). For Macken, this ritualistic 
rebuilding poses architecture as performative process 
rather than as inert object; it “manifests the replication 
of a beginning, of a process” (p. 100).

Macken’s artwork consists of 61 loose sheets with a 
watermarked image within each, the number re�ecting 
the 61 iterations of the shrine up until the making of 
this work of book art. �e watermark is a perspective 
image based on Yoshio Watanabe’s photograph of the 
Inner Shrine, taken in 1953 on the occasion of the 59th 
rebuilding. �e contrast of the watermark in kozo and 
the movement of its placement from one sheet to the next 
entice re�ection on the phenomenon of representation 
and the architectural process of shikinen-zōkan.

Proposition #5: �e a�nity of architecture and artists’ 
books lies in phenomenology. Architects such as Alfredo 
Muñoz and his �rm ABIBOO, Juhani Pallasmaa and 
Peter Zumthor are among those o�en associated with 
architectural phenomenology, concerned with perception

psychology, focused on the primacy of sensory 
and experiential qualities. Norman Foster and 
phenomenology are not so o�en yoked, but 30 St Mary 
Axe: Diagrid (2009) and 30 St. Mary Axe: Cladding 
(2009) - Mandy Brannan’s treatments of his iconic 
London o�ce tower (aka “the Gherkin”) that refocus 
the perception and experience of it  -  might prompt 
reconsideration.

Proposition #6: �e a�nity of architecture and artists’
books lies in geometry. Sarah Bryant’s �e Radiant 
Republic (2019) insightfully integrates Plato’s and Le 
Corbusier’s texts and ideas.

�e very physicality of the blond wood, linen cover, 
glass window, concrete representations of Platonic 
solids, embossed type and sewn papers could easily 
be a response to Juhani Pallasmaa’s comment: 
“�e current overemphasis on the intellectual and 
conceptual dimensions of architecture contributes to 
the disappearance of its physical, sensual and embodied 
essence” (�e Eyes of the Skin, p. 35).

Proposition #7: �e a�nity of architecture and artists’
books lies in modelling. Helen Malone’s Ten Books of 
Architecture (2017) takes a broad historical and, most 
important, haptic view of architecture from Vitruvius to 
Hadid. Each of the ten books is a bookwork that models 
its architectural subject.

�e Radiant Republic (2019) Sarah Bryant. Photos: Sarah 
Bryant; Books On Books Collection.
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Ten Books of Architecture (2017) 
Helen Malone. Photo: Books On 
Books Collection.

�eme and Permutation 
(2012) Marlene MacCallum. 
Photo: Books On Books 
Collection.

�eme and Permutation 
(2012) Marlene MacCallum. 
Photo: Books On Books 
Collection.
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Proposition #8: �e a�nity of architecture and artists’
books lies in folding. Heather Hunter’s Observer 
Series: Architecture (2009) combines the altered book 
with an accordion book that incorporates a found poem 
composed of the words excised and folded outwards 
from the folded pages of �e Observer’s Book 
of Architecture.

Proposition #9: �e a�nity of architecture and artists’
books lies in light. Marlene MacCallum’s �eme and 
Permutation (2012) is a response to the permutations 
and variations over time in �ve houses built to a 
common plan in the Townsite area of Corner Brook, 
Newfoundland. MacCallum used digital tools to translate 
the original �lm source of eight di�erent window images 
from the houses. A tritone image of a single Townsite 
window under translucent pages opens the book. As the 
pages turn, new window images appear and layer over 
each other, darkening up to the book’s mid-point. In the 
centre spread, two text blocks appear speaking to the 
history, architectural permutations and economic shi�s 
of the Townsite area. �e tonality begins to lighten over 
the ensuing new combinations of window layers. 
A third text block of personal narrative is introduced, 
and a tritone image of one of the Townsite windows in 
its original condition concludes the work.

Proposition #10: �e a�nity of architecture and artists’
books lies in perspective. Cees Nagelkerke’s Piranesian 
Window (1996) resides in the Vedute Foundation’s 
collection of “spatial manuscripts”, invited works that 
must conform to the dimensions of the Gutenberg Bible. 
Piranesian Window’s form and title capture multiple 
meanings of vedute (“views”). Views are things seen  - 
which this spatial manuscript is. Views are prospects 
from which to see - which a window o�ers. Views are 
perspectives - for which Giambattista Piranesi’s etchings 
are famous. Views are thoughts held - which “Piranesian”
implies (the work’s title could be that of a manuscript on 
art history and philosophy). Piranesi’s mid-eighteenth 
century etchings Vedute di Roma (“Views of Rome”) 

and Carceri d'invenzione (“Imaginary Prisons”) are the 
obvious sources of inspiration, but Nagelkerke provides 
an interview describing the dream source of the work:

– … Please, continue relating your dream …

– I wandered through vast ruins … along wrecked 
bridges … feeling remarkably at ease.

– How did you �nd the window in this windowless 
world?

– When a cool breeze wa�ed inside, I suddenly saw it. 
It showed a landscape, within the distance a city. �ere 
was complete tranquility and harmony there, like in 
a painting by Piero della Francesca … I stood there 
for some considerable time and I became increasingly 
saddened, because I discovered that I was looking at 
something that had vanished forever.

– But how did you manage to take the window?

– I wanted to touch it … as a result, I immediately fell 
down. �e gap le� in the wall closed by itself … I picked 
it up and continued on my way, meeting people who 
spoke to me saying that I should leave the Carceri. I was 
taken to a gateway. No one looked at, or said anything 
about, the window… In the square where I found myself, 
there was an intense, chaotic commotion.
�e window still re�ected something of the vast space 
I had le�. �e exterior showed traces of the wall in 
which it had been mounted. I looked through it and saw 
everyday life …

Observer Series: Architecture (2009) Heather Hunter. Photo: 
Books On Books Collection.
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Mill: A journey around Cromford Mill, Derbyshire (2006) by Salt + Shaw. Photos: Books On Books Collection.

Gaudí Up Close (2020) Published by Artika. 
Photos: Books On Books Collection.
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Proposition #11: �e a�nity of architecture and artists’
books lies in archaeology. Mill: A journey around 
Cromford Mill, Derbyshire (2006) by Salt + Shaw 
(Paul Salt and Susan Shaw) is the result of the artists’ 
exploration of Cromford Mill in Derbyshire, the �rst
water-powered, cotton-spinning mill developed by 
Richard Arkwright in 1771. Bound in a cover of recycled 
wooden library shelves, three plaster cast blocks and 
seven calico pocket pages containing hidden texts imply 
the hidden archaeological history to be found. �e 
forensic-like casts are taken from interior surfaces, and 
the texts walk the reader step by step through each area 
of the mill.

Proposition #12: �e a�nity of architecture and artists’
books lies in assemblage and collage. Karen Wirth’s 
Paper Architecture (2017), based on an architectural 
installation at the Minnesota College for Art and Design 
and drawing on her photos of Ayvalik, Amsterdam, 
Florence, Istanbul, New York City, Rome, San Diego 
and Venice, certainly prompts a revisit to MoMA’s 
Cut ‘n’ Paste: From Architectural Assemblage to Collage 
City, 10th July 2013 - 5th January 2015 
(https://www.moma.org/calendar/exhibitions/1343).

Proposition #13: �e a�nity of architecture and artists’
books lies in luxe. Early theorists, critics and artists of 
book art expended great e�ort to exclude livres d’artiste 
and deluxe productions from the de�nition of a form of 
art that struggled to �nd a name: artist’s book, artists’
books, bookworks, book art, etc. �e spectrum from 
objects of conspicuous consumption to democratic 
multiples characterises both architecture and book 

Piranesian Window (1996) Cees Nagelkerke. Photos: Courtesy 
of the Vedute Foundation.

Paper Architecture (2017) Karen Wirth. Photos: Books On 
Books Collection. 
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Nameless Library (2000) Rachel Whiteread; door (le�) and detail (right). Photos: Books On Books Collection.

Absence (2004) J. Meejin Yoon. Photos: Books On Books Collection.
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art. Antonio Gaudí’s architectural e�orts easily span 
that spectrum - from his Casa Milà to his tiles found 
underfoot in Barcelona's Passeig de Gràcia. Under the 
guidance of Juan José Lahuerta (chief curator at the 
National Museum of Art of Catalonia), the publisher 
Artika produced Gaudí Up Close (2020) enclosed in a 
wooden case with marble sculpture �nished in paint, 
cement powder and anti-gra�ti varnishes and lined 
with Naturlinnen fabric.

Proposition #14: �e a�nity of architecture and artists’
books lies in the memorial. As you turn the corner into 
Judenplatz in Vienna, Rachel Whiteread’s great cube 
appears showing only the fore edge of book a�er book. 
As you hold J. Meejin Yoon’s small white brick of paper 
and turn its thick pages, a small pinhole appears on the 
page. �en two larger square holes emerge, one of which 
falls over the pinhole. Page a�er page, the two square 
holes repeat, creating two small dark wells in the �eld 
of white, until on the last page they take their place in 
the cut-out schematic footprint of the city blocks and 
buildings surrounding the Twin Towers. Whiteread’s 
Nameless Library (2000) and Yoon’s Absence (2004) 
surely underscore this proposition of memorial.
  
Proposition #15: �e a�nity of architecture and artists’
books lies in the sacred. Je�rey Morin and Steven 
Ferlauto’s Sacred Space (2003) is an intimate monument 
of book art. Made intimate by the content and texture of 
its book, made more intimate by the viewer’s having to 
construct the chapel. Made monumental by the echo of 
typographic history, made more monumental in Galileo 
Galilei’s echo from its �oor: Mathematics is the alphabet 
with which God has created the universe.

No doubt the proximity of the needs for shelter and oral 
and written language have played some gravitational 
role of mutual attraction for architecture and books 
(and latterly artists’ books), but their �uid natures have 
provided artists and architects with the equally �uid 
simile: architecture is like book art, book art is like 
architecture. Fi�een propositions nailed to architecture’s 
doors will not exhaust the a�nity, but they are a start for 
an exhibition.

Robert Bolick is the curator of �e Books On Books 
Collection. https://books-on-books.com
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People and books. Am I reimagining something?

Anna Juchnowicz

I recently made two new books somewhat similar to one 
another, but also very di�erent. One is an old book which 
I transformed through glueing, painting and drawing. 
�e other was made in a more traditional manner: text 
(a collection of short poems by a mysterious author) was 
arranged into signatures, illustrated and then printed. 
Six copies were made.

�e �rst book is titled Lavender Marriage1 because the 
original work was a theatre play by Tadeusz Różewicz 
titled White Marriage. In the book I transform the 
subject matter of the play into something more positive 
and constructive. �e second book's title, Pulp Licks the 
Teeth,2 is based on the original Polish version (Miąższ 
zęby liże) which is beautifully juicy and cheeky.

Something both have in common is that they are closely 
related to people I care about and things that happened to 
them, myself or us. A di�erence between the two books is 
that the people in the �rst lived a hundred years ago. 
In the second, they are very much alive. In fact I made 
some new friends and this community played a role in 
the book’s creation. A close relationship can develop 
between book artists and their readers. Despite having 
limited audiences and o�en being produced in small 
editions, artists’ books are powerful because they are 
extremely personal and resonate with small circles 
of individuals.

�e suite of characters that populates Lavender Marriage
includes Rudolph Valentino, Alla Nazimova, and Natacha 
Rambova. I based the story on gossip3  that Valentino’s 
marriage might have been “lavender” – a marriage of 
two queer people. �e marriage served as a public “cover 
up” as same-sex relationships were illegal at the time. 
My book is not about the realness of this possibility but 
rather about the nature of such a relationship and how 
it came about. Even if these two people agreed not to 
be together “for real”, it still required a great amount 
of trust and intimacy: �rst to tell each other the truth 
about themselves, and then to accept it (along with any 
desired partners).

For me, the most impressive character is Alla Nazimova 
who met a young Valentino when her own career was at 
its peak. She most likely arranged his marriage (and then 
a subsequent one) so he could remain true to himself 
while pursuing his incredible career. �at represents 
true love to me. Nazimova was an exceptional and 
courageous artist herself, producing two �lms which are 
now considered art cinema – Camille (1921) and Salomé 

(1923) – while remaining her authentic self throughout 
her life.

�e colour palette of this book was determined by 
lavender violets, the beige of vintage paper, and the 
black and white photographs I referenced when drawing 
portraits. Interestingly, I found two portraits of Valentino 
– one on his own and one with his wife – in which he 
appears to be nude (although he is not visible below his 
chest). Unlike other photos where he is wearing costumes 
and is surrounded by props, these seem timeless.

My second book, Pulp Licks the Teeth, is a wonderful 
collaboration with people I connected with through 
a culinary radio programme – a programme I �rst 
heard when working as a bookbinder’s assistant. �e 
old bookbinder was very strict in his ways, so when I 
wanted to do my own, more experimental work, I came 
to the empty studio on weekends. Not only did I have 
the workshop to myself, but I could switch the radio 
from his classical music to hard rock for an even more 
radical di�erence. On weekends the rock station aired 
a programme about food called Gastrofaza (gastro- 
“related to the stomach or to cooking” + faza “mood, 
craving”) led by journalist and author Paweł Loroch. 
I not only admired the diversity of topics but also the 
audience because the host (whom I later met in person) 
read foodie emails sent to him. I started to recognise 
some regular correspondents, especially those who used 
nicknames rather than real names. One of them who 
called himself Micz Djukanan (he is Polish but lives in 
Grimsby, England) wrote short poems about each 
week’s topic.

When not making books at the workshop, I o�en 
listened to Gastrofaza while working in my garden 
learning to grow food. My philosophy is similar to that 
of Lierre Keith, as explained in her wonderful book 
�e Vegetarian Myth4. As a very environmentally aware 
person, she engaged in thorough research which led 
her to support biodiversity and healthy local food, thus 
becoming an “ethical omnivore” instead of choosing a 
diet that eliminates a certain type of food. It goes along 
the principles of permaculture: working with nature to 
ethically satisfy basic human needs without harming 
the Earth. Every now and then I would send an email to 
Gastrofaza about the edible things I was growing.

Very o�en someone from the audience would address 
another's email, and the initial sender would respond to 
them – proof that some listened very carefully! �at is 
how I made contact with Micz Djukanan, author of the 
poetry in Pulp Licks the Teeth. Paweł Loroch urged him 
to publish his poetry and I sent an email stating I would 
create a book if poems were sent to me. �e mysterious 
poet responded, and the rest is history!
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Pulp Licks the Teeth is, to me, proof that very di�erent 
people can connect and in�uence a little work of art 
through their personalities, quirks, and foodie skills. 
I personally met two individuals during the process: 
the wildly popular host and a humble, yet incredibly 
charismatic, saleswoman in a small-town game shop. 
And while I have yet to meet the mysterious poet in 
person, the four of us are together in this book. It is as 
if there was a larger idea that connects us in some other 
dimension. Unlike a “regular book” grounded in real life, 
this artist's book is more raw and personal. It may involve 
fewer people and reach a smaller audience, but it remains 
much closer to them.

In Lavender Marriage, vintage movie stars were required 
to connect deeply – despite various obstacles – to 
privately remain true to themselves. Hostile surroundings 
demanded they publicly “become” someone else. People 
today experience similar problems, especially in the 
world of social media where narcissistic facades are 
promoted rather than depth, complexity and authenticity. 
Vulnerability, struggle and failure are not acknowledged. 
Under this kind of social pressure (o�en sorted by 
algorithms), it is di�cult to begin thinking about who we 
really are.

Perhaps it matters that both books were created during 
the pandemic. Everyone was stuck in one way or 
another. Opportunities were drastically limited. Many 
started to feel lonely even if they had others around 
them. Relationships fell apart, plans were cancelled, and 
businesses became troubled. Health care systems were 
burdened and the pandemic led to repeated lockdowns. 
It was especially hard, if not impossible, to form new 
connections or even properly meet someone. We 
questioned how we could protect ourselves and where 
it might be safe. Lavender Marriage and Pulp Licks the 
Teeth both explore the achievement of genuine personal 
relationships in challenging situations.

�ere are some technical discoveries I would like to 
discuss. Between the two books, the creative process for 
Lavender Marriage was easier. It might be summarized 
as “when in trouble, add more glue or paint.” It was my 
�rst altered book and I loved the e�ect of text emerging 
through the painted portraits – especially in the portrait 
of Valentino and his �rst wife where words such as: 
“you? are you crying?,” “of jelly and rainbow…” and 
“our feelings…” show through.

In Pulp Licks the Teeth, I purposefully allowed 
illustrations to randomly come through to other pages, 
creating unexpected collages instead of precisely planned 
compositions. �ey were �nished by hand to add the 
feeling of another dimension. I bound the books with a 
combination of asymmetrical kettle and coptic stitches 

and added a headband that is more visible from the back. 
�e spine is rounded and glued and it keeps its shape 
despite being exposed. I think the headband helps to 
achieve this. Normally, a hardcover binding has extra 
support added to the rounded spine.

I also discovered a practical reason for painting block 
edges: the paint glues them a little, which helps keep the 
block together while sewing. Finally, I found that adding 
a wrapper provided an easy way to print the book title on 
the front cover and spine.

In conclusion, both books share a similar general 
purpose: exploring intimist literature as inspiration. 
Intimist literature includes all types of personal writing, 
correspondence, diaries, notebooks, etc. and is the 
subject matter of my recent research. In some cases, it can 
simply be the public exchange of thoughts that remains 
intimate. In a world which generally tends to be less and 
less personal, I feel artists’ books are a great means of 
searching for authenticity in real life human connections. 
With pandemic-related obstacles making it harder to 
meet new humans in natural environments, I feel this is 
an important artistic direction to pursue.

Dr Anna Juchnowicz uses artists’ books as a way to 
combine visual arts and storytelling. Her areas of interest 
are traditional, manually bound book objects and 
conceptual, such as performances, art installations. She 
graduated from the University of Wrocław, Poland with a 
Masters degree in Ethnology and Cultural Anthropology, 
and from the Academy of Art and Design in Wrocław 
with a Bachelor’s degree in Media Art, and also one-year 
postgraduate study Interdisciplinary Printmaking. 

She teaches artistic printmaking, book arts, visual 
storytelling, graphic design. Her other interests 
are: permaculture, land art, intimist literature, the 
multidimensional spacetime continuum, theatre, staged 
photography… https://biblioarty.wordpress.com
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Secret: Female Stars Who Loved Other Women, Robson 
Books Ltd, ISBN13: 9781861052056

4. Keith, L. (2009) �e Vegetarian Myth: Food, Justice, and 
Sustainability, PM Press, ISBN: 1604860804
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Café Royal Books
Documentary, Zines and Subversion

Craig Atkinson  

It isn’t a café, certainly isn’t Royal and arguably, the 
things I publish aren’t books. I have no training in books, 
publishing, business, marketing, photography (other 
than a dark room induction in 1996), social and cultural 
history, politics, archives or museum studies. 

However, Café Royal Books is in its 18th year, has 
published over 950 titles at a rate of more-than-one new 
title every week since 2012, all of which are part of the 
same ongoing series. As time has passed, things have 
become evident, and important parts of what I do — 
some are mentioned below. I studied Fine Art, for years 
I was a painter. Abstract. A lot of what I do, I still see 
in terms of abstract painting — form, line, shape, mass, 
tone, texture, opacity, contrast. Making these books is a 
learning opportunity for me, both in terms of business 
and production but also in terms of photography, history, 
politics, geography… Each book is an exciting new 
adventure, mostly about something I know little about.

For this article, I have written up some responses to 
questions I am frequently asked:

Why is Café Royal Books called Café Royal Books?
In 2005 I was in Edinburgh with my now wife, secretly 
looking for somewhere to propose, and also trying to 
think of a name to publish under — rather than using my 
own name, which seemed an odd thing to do, given at 
the time I was only publishing my own work. We ended 
up in the Café Royal pub. I ended up not proposing there 
for fear of history being, “he proposed to me in the pub”, 
but the name seemed ok. I considered changing the name 
many times over the years but never did.

Why did you start making books and zines?
I studied Fine Art. I used to paint large abstracts, which 
took months to complete, were expensive, could only 
really be exhibited locally due to their size and weight, 
and a�er exhibiting had to be stored in a space I rented. 
I never really liked exhibiting the work more than 
twice without a long break. Everything was �ghting 
against itself — time, money, storage. My ‘�nal’ show 
was alongside Maurice Cockrill, John Hoyland and 
John Maclean — all amazing painters whose work I had 
admired for years. �at felt a good time to stop, so I ‘quit’ 
painting, overnight, and felt a huge relief. Got rid of my 
studio, the paintings, the paint…And set up at home with 
some old paper and a few pens. I returned to drawing, 
simple stu� — all the objects around me. Small, fast, 
inexpensive…All solutions to the problems that painting 
was causing itself.

A�er a year or so, I wanted to exhibit the drawings, but 
not really in a gallery because I was tired then of the ways 
galleries worked, the exclusivity of some, the fact they 
rely on people visiting them and that the work can only 
exist in a single place at a time.

I’d always liked the pamphlets from places I’d visited 
as a child — almost disposable, utilitarian information 
booklets. I started to exhibit using the pamphlet as a 
venue. Later I found they were called zines and had a rich 
history of their own, so started to research.

How did you plan everything in the �rst place?
I didn’t! I’m excellent at making rash decisions and 
doing things on a whim. I’m not great at making long 
decisions and usually talk myself out of doing the thing 
in question. A�er quitting painting, and then drawing for 
a bit, and starting to make zines, I knew I wanted to make 
more because I was learning new things and enjoyed the 
process and �nished object/multiple. I saved £1000 which 
paid for some equipment, printing etc., knowing that if I 
lost, it’s a lot of money but at least it’s capped. If it paid for 
itself, I would continue. I’ve always been lucky to teach 
alongside what I do, so making a living had never needed 
to come directly from publishing.

Tell me some of the most important aspects of what 
you do.
�e books need to be a�ordable — I usually work 
on ‘cheaper than a London pint’, accessible, useful, 
utilitarian…�ey need to matter — they need to 
function. �ey’re not ‘just’ picture books, they do 
more than that, and as a series they are used widely as 
information, research props, social history, fashion, 
�lm…�ey need to be simple and straightforward, and as 
neutral as possible. I love well cra�ed things, hand made, 
time spent, with skill — every aspect of these books are 
considered and obsessed over, from the typeface to the 
paper to the layout, the staple position. �e boxes are 
custom and hand made. �ere’s a real sense of cra�. �at 
said, there is no decoration, no fuss, no ‘extras’, nothing 
unnecessary. Everything has a function. �e reader might 
not notice any of that, but perhaps that means it’s worked.

Why not get funding?
I’ve seen too many projects and ideas stop, because 
funding was declined or was taken away. I’ve also seen a 
lot of work having to be compromised in ways because 
the funding body needs things a certain way. I’ve always 
liked to do and fund things myself — if I can’t, there has 
to be a very good reason to continue.

Why documentary photography?
Having made some drawing-based books and zines, my 
work started to shi� towards photography in a variety of 
ways — more using rather than taking photographs. 
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�is led me to publish more photography. Everything I 
do, I do because I’m interested in learning and collecting, 
and organising. I knew very little about photography 
at the time, so the excitement of learning something 
totally new to me, carried the project forward. I started 
to contact photographers whose work I’d seen, then some 
started to contact me because they’d seen the books/
zines…�e excitement is still there, along with the desire 
to learn, collect and organise. Documentary is just a term 
like any other, and really I use it to help de�ne what I 
don’t publish, rather than exactly what I do.

Which camera do you use?
I haven’t owned a camera for many years. I did spend a 
few years fussing over which camera did a certain thing 
best, and I love the object of a camera, but now I use 
my phone. For what I need a camera for, it’s pretty ideal 
although still not perfect.

What is your favourite…?
I don’t have a favourite anything. I’m very indecisive and 
what is my favourite in the morning, won’t be by the 
a�ernoon. Camera, phone, photograph, music, book, 
paper type… Because of this irrational behaviour, I have 
learned to be eclectic. For the same reason, I try to travel 
lightly and not own too much, but I do have a collector’s 
mentality, or a completist’s, absolutist's etc. I think 
making the books/zines is almost a compulsion in itself, 
which also allows me to collect without taking up much 
space! Collecting information is my favourite.

Are they books, or zines?
Both. Neither. Since 2005 I have only had a few returns, 
maybe 10. Most of those are because, “I expected a book, 
not a pamphlet.” I understand that, but a pamphlet is a 
very vague term, and usually unbound. A book — you 
think perhaps of a co�ee table type book, but again 
the term is broad and includes most types of printed 
publication. Zine — punk, DIY ethos. Perhaps Xeroxed 
and �nished at home, o�en as an act of rebellion, but not 
always. I don’t really think Café Royal Books �ts neatly 
into any of these but works in amongst all of them.

Photobooks?
�e term ‘photobook’, is vague at best. Is any book of 
photos a photobook, or does it have to be a book, which 
has been made because the form of the book aides the 
photographs or narrative in some way? Like an artist’s 
book — used for the book form, rather than, for example, 
putting the pictures on a gallery wall.
Café Royal Books certainly exists within the photobook 
world — the fairs, collectors, the photographers…
but it also exists within the artist’s book word, the social 
history and cultural history, fashion, nostalgia, gi�s, 
worlds! Again, these terms are good for de�ning what 
things aren’t.

Are you a curator?
Probably, in a way, or an archivist, or a collector…
I’m a bit tired of the term curator at the moment because 
everything is curated. From the co�ee you buy on the 
way to work, to the playlist you listen to while drink the 
co�ee and your photos that your phone has intelligently 
curated along the way… But yes, maybe.

Independent?
Yes, proudly. I love working for myself. I also try to 
support other independent and local companies. �ere 
are a lot of companies who dress up as independent, who 
are actually not, which is a shame because there’s a place 
for larger businesses too.

What do you like — products?
I like handmade things. Artisan is another word of the 
moment, but I like artisans! �ere’s something about 
knowing someone has cra�ed an object by hand — put 
time into selecting the material they use, the methods 
and techniques. Something kind of historic and 
reassuring. I don’t like buying many things but the things 
I do, I like to last a long time — I like the idea of things 
wearing in, rather than wearing out.  As far as possible, 
I try to follow this with the books I make. �e paper 
is carefully selected for its feel, weight, handling, non-
yellowing and the way it takes ink…�ere are so many 
tiny decisions at every step.

I also like tech and get amazed and seduced by the latest 
gadgets…I need to try to stop that though.

Where do you get the books printed?
Everything I publish is made in England by small family 
run �rms with a rich history for doing what they do. 
I can visit, meet, chat about how fussy I am, talk about 
why the staples all need to be at the same place on each 
book…�ey’re sick of me, I’m sure, but I couldn’t do that 
if I sent a �le overseas. I think being on press is important 
for larger books, and proof copies, always, regardless 
of who prints and the type of publication. I do like to 
support small and local business where I can. 

De�ne Café Royal Books.
�at’s good — and di�cult to do in a few words. 
Somewhere between cra�, and punk.

�e books are used for di�erent purposes — gi�s 
and nostalgia, education, �lm and costume reference, 
reference for the future — social and cultural change. 
�e books themselves must always be a�ordable, simple, 
utilitarian, useful, not elitist or exclusive, accessible. 
I try to remain very neutral in terms of the content of the 
books. I have my own opinions, obviously, but to put that 
bias onto the books wouldn’t be right. I try to reduce the 
carbon footprint of Café Royal Books, and o�set where 
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reduction has gone as far as it can. I don’t really like to 
put too much stu� into the world but I do like to 
organise and make more visible, a tiny section of what 
is already there.

What’s the most di�cult thing about running Café Royal 
Books?
Working from home, it’s di�cult to switch o� — there’s 
no real boundary. But that works too because things can 
be �exible and I get to see the kids to school and pick 
up every day, and walk the dog… So it’s all good really. I 
need to make a timetable of things that need to happen 
at the same time each week — that would make my life 
easier, but I like the chaos too. Snacking is bad though, 
and too easy when you work at home.

You have a dog?
Yes, Coco. She’s a mixed breed but to people who want a 
fancy name she’s a cavapoochon. I think it’s Latin for lazy, 
fussy and cat-like. 

Is it di�cult publishing a diverse range of work from 
people of di�erent backgrounds?
Yes, to an extent. About 60% of what I publish originates 
from submissions. When someone sends their work 
over, I o�en know nothing more than their name. 
No idea of race, religion, beliefs, history… I work hard 
to try and achieve a truthful representation of life in 
Britain and Ireland. I always encourage people of all 
backgrounds and beliefs to submit work. I �nd there are 
far fewer submissions from woman photographers, as 
there are from black and minority ethnic backgrounds 
— so I work on �nding photographs taken by people 
from under-represented groups. I am always open to 
submissions.

How does the submission process work?
I receive a lot of submissions. Probably half are from 
people who perhaps haven’t looked at what I publish and 
have seemingly sent the same email to a lot of publishers 
at the same time. I accept submission at any time. Best 
is a weblink or low-res �les by WeTransfer, for example, 
accompanied by a very brief email with a few sentences 
about the work and if you want to, a brief bio. I try to 
reply to every email — it might take a couple of weeks, so 
there’s no real need to send a reminder in the meantime.

For those who don’t know the books, name some of the 
subjects you’ve covered.
�ere are so many! Lots of subjects are recurring. I �nd 
that really interesting because you get the photographers’ 
points of view for comparison and you can begin to 
understand their style. For example, I published Homer 
Sykes’ Chiswick Women’s Aid series. �en a few years 
later I published Markéta Luskačová’s work of the same 
subject. I’ve published a lot of East End London books, 

and although many are of the same time and place, they 
are all so di�erent. A brief list o� the top of my head…
Modernist architecture, football, rave and the culture 
around that growing through the 1990s. Factory Records 
— New Order, A certain Ratio, John Cooper-Clarke. 
Irish travellers, Turkey markets, �e Troubles. Race riots 
and protests — from both sides. A book following the 
National Front and many books protesting racism. �e 
Battle of Lewisham. Blair Peach. Black People’s Day of 
Action. Handsworth and Toxteh riots. �atcher years, 
Sloane Rangers. Reggae, Hull, �e River Irwell, Moris 
Miners, Pashley Moulton, Triumph, the Isle of Man TT 
races… Blitz Club, Isle of Wight Festival, Glastonbury, 
Notting Hill Carnival… �e British, eccentricities, folk 
customs. New York from several perspectives, Albania, 
Spanish Villages, Black Power, Hip Hop, mods, punks…
Glasgow Underground, Croagh Patrick, SoHo…
As disparate as those themes are, they all have a 
common thread.

Opening on 14th April 2022, and running until 12th 
June 2022, Café Royal Books — Documentary, Zines and 
Subversion, is exhibited at the Martin Parr Foundation in 
Bristol, UK. 500 publications will be on show, on rotation 
— 300 at a time, as well as images from the books.

Craig Atkinson is based in Southport in the North West 
of England, where he works as a publisher and artist. 
He is also a university senior lecturer and researcher.

Café Royal Books can be found at:
www.caferoyalbooks.com
Instagram & Twitter @caferoyalbooks
Facebook @crbooks

https://www.caferoyalbooks.com/
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