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T
he old art assum

es that printed w
ords are printed on an 

ideal space. 
T

he new
 art know

s that books exist as objects in an exterior 
reality, subject to concrete conditions of perception, existence, 
exchange, consum

ption, use, etc. 23 

23 “T
he N

ew
 A

rt of M
aking B

ooks,” 13.

M
ichalis P

ichler
T

H
E

 N
E

W
 A

R
T

 O
F

 R
E

A
D

IN
G

 B
O

O
K

S

In
 1972, a pu

blish
er called In-O

ut P
roductions, located at 

R
eguliersgracht 103, in A

m
sterdam

, released SO
N

N
E

T(S), 
attributing authorship to U

lises C
arrión. T

he first piece in 
the book w

as titled B
O

R
R

O
W

E
D

 SO
N

N
E

T
. It w

as a rather 
cheesy poem

 that w
as then repeated over and over again 

throughout the publication w
ith seem

ingly endless and often 
barely visible variations. E

ach iteration of the sonnet w
as 

printed on the recto pages, facing a vacant verso page, so that 
the turning of the page created a break betw

een one piece and 
the next. E

ven though no m
ention of R

ossetti w
as to be found 

in the publication, the reference w
as clear, m

aking it a truly 
post-naive w

ork.
Initially w

ritten on a typew
riter, the publication com

prised 
forty-six m

im
eographed sheets, D

IN
 A

4, black/w
hite, w

ith 
tw

o clear m
ylar foils stacked on the front and the back. Just as 

in A
rchaic G

reek sculpture the w
hite block of m

arble w
ith its 

rectangular surfaces is alw
ays very present, the adm

inistrative 
aesthetics of a sheet (or a stack) of w

hite D
IN

 A
4-sized paper 

(the equivalent default of U
S letter-sized), is like the degree 

zero of certain literature and art that em
erged around the lin-

guistic turn. 
SO

N
N

E
T(S) seem

ed to m
e unpretentious and playful. It sat 

perfectly at the crossroads of som
e concerns in m

y ow
n prac-

tice, nam
ely “greatest hits” (that is, a certain kind of appropri-

ation), the im
aginary border betw

een visual art and literature, 
and M

aterialzärtlichkeit. 1

I h
ad

 n
ot been

 aw
are of C

arrión’s w
ork—

let alone 
SO

N
N

E
T(S)—

until, on a visit to the C
enter for A

rtists’ 
P

ublications in W
eserburg B

rem
en in late 2008, curator 

1 M
aterialzärtlichkeit vaguely translates to m

aterial tenderness. See also 
P

ichler, “P
ublishing P

ublishing M
anifestos,” in P

ublishing M
anifestos, 12–19, 

15; and A
lessandro L

udovico, “100 D
ifferences and Sim

ilarities B
etw

een 
P

aper and P
ixel,” P

ublishing M
anifestos, 211–213. 



108
109

contingency of how
 a text is placed or view

ed on a page (or 
screen). T

he m
edium

 that em
bodies text is not neutral, invis-

ible, or transparent, and neither is language.

M
A

T
E

R
IA

L
Z

Ä
R

T
L

IC
H

K
E

IT overlaps, to a large degree, w
ith 

site-specificity: sites w
ithin publication(s) are not neutral. I am

 
talking about a site-specificity that takes into consideration 
the dialectics betw

een the recto and verso of a page, the dia-
lectics betw

een facing pages, and possibly the location on (or 
of) a specific page w

ithin a publication.
A

 m
uch-needed vocabulary of site-specificity on a page, 

w
ithin a book, and w

ithin a publishing situation w
ould allow

 
us to describe how

 one or m
ore letters, w

ords, sentences, and 
paragraphs are situated in a constellation, on or in a w

ord, 
line, paragraph, page, spread, screen, book, or social situation 
of publishing and distribution.

W
hen G

ato N
egro w

anted to reprint P
O

E
M

(S) a.k.a. 
SO

M
E

 M
O

R
E

 SO
N

N
E

T(S) in 2019 and decided not to m
ake a 

facsim
ile edition, this allow

ed for a space of play w
ithin their 

signature style, to consider the “specific site of publication and 
to explore the playing field betw

een identity and difference 
betw

een the particular m
aterializations,” and to engage in 

reproduction-as-production. 2 
L

ikew
ise, the translations of P

O
E

M
(S) into G

reek
3 (w

here 
a poem

 by C
avafy is borrow

ed and varied) and into G
erm

an
4 

(w
here a poem

 by R
ilke is used as starter m

aterial) have m
ade 

it necessary to engage in translation-as-production.

M
y con

cern
 w

ith
 th

e obsolete and w
ith appropriating 

highly pre-coded m
aterial began in 2002 in N

ew
 Y

ork C
ity, 

w
hen I w

as producing filtered editions of (m
ostly daily) local 

new
spapers, such as N

ew
sday, the D

aily N
ew

s, the N
Y

 P
ost, 

2  N
ick T

hurston, quoted in A
nnette G

ilbert, Im
 toten W

inkel der L
iteratur, 

162. In the sam
e volum

e, G
ilbert discusses site specificity and context sensi-

tivity, and questions the contingency of text; see pages 111–116, 321–329, 334.

3 P
ichler, Π

Ο
ΙΗ

Μ
Α(ΤΑ) (A

thens: A
gra P

ublications, 2020)

4 P
ichler, G

E
D

IC
H

T(E
) (B

erlin: «greatest hits», forthcom
ing)

B
ettina B

rach handed m
e a pile of stapled pages, saying, w

ith 
a sm

ile, “you m
ay be interested in this.” Soon after, I pur-

chased an antiquarian copy online, and the next w
eeks w

ere 
spent reading and re-reading C

arrion’s SO
N

N
E

T(S), as w
ell 

as his theoretical w
ritings, w

hich had just been republished 
by H

erós-L
im

ité in G
eneva. A

s tim
e passed, the blank pages 

at the end of Q
uant A

ux L
ivres kept filling up w

ith potential 
titles for SO

M
E

 M
O

R
E

 SO
N

N
E

T(S)—
variations not included 

in C
arrión’s book and begging for execution. SO

N
N

E
T(S) w

as 
a “greatest hit,” and a w

ork m
odeled after it w

as going to be a 
“greatest ‘greatest hit’ hit.”

It had to be another 44, m
ost of them

 printed recto on 
D

IN
 A

4, of course. L
aying the book out painstakingly to sit 

the poem
s on the pages exactly as they w

ere in SO
N

N
E

T(S), 
the w

riting m
edium

 had to change: instead of a typew
riter 

I used M
S W

ord. P
O

E
M

(S), also know
n as SO

M
E

 M
O

R
E

 
SO

N
N

E
T(S), begins w

ith an exercise in “declensions” (as in 
gram

m
ar) of the default form

atting functions of W
ord, and 

tests the lim
its of the page as tw

o-dim
ensional space: the texts 

get sliced in half, doubled, m
irrored, reversed, rotated in var-

ious w
ays, play out a fair am

ount of art-historical inside jokes, 
and explore site-specificity w

ithin publications as w
ell as how

 
inform

ation is reproduced or m
oved from

 one place to an-
other. P

lus m
iscellanea.

T
h

e w
ay lan

g
uag

e w
as (to be) treated here w

as at once 
conceptual and m

aterial, in a w
ay R

obert Sm
ithson describes 

w
hen he says that “W

riting should generate ideas into m
atter, 

and not the other w
ay round,” and “M

y sense of language is 
that it is m

atter and not ideas.” 
W

hen w
e consciously consider language as m

aterial and 
how

 text is em
bodied on a page (or screen) or in a book, not 

just as an abstraction in a m
etaphysical void, w

e can begin 
to discuss poetics in term

s of M
aterialzärtlichkeit. T

he m
a-

terialization of ideas turns the supposed dem
aterialization of 

art (or literature) on its feet. T
he m

aterialization of ideas on 
pages, consciously treated, insists that text is not indifferent 
or im

m
une to its typographic realization and questions the 
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Som
etim

es thou seem
’st not as thyself alone,

 
B

ut as the m
eaning of all things that are; 

 
A

 breathless w
onder, shadow

ing forth afar

Som
e heavenly solstice hushed and halcyon;

W
hose unstirred lips are m

usic’s visible tone;

 
W

hose eyes the sun-gate of the soul unbar,

 
B

eing of its furthest fires oracular;—

T
he evident heart of all life sow

n and m
ow

n.

E
ven such L

ove is; and is not thy nam
e L

ove?

 
Y

ea, by thy hand the L
ove-god rends apart

 
A

ll gathering clouds of N
ight’s am

biguous art;

F
lings them

 far dow
n, and sets thine eyes above;

A
nd sim

ply, as som
e gage of flow

er or glove,

 
Stakes w

ith a sm
ile the w

orld against thy heart.
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E
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Stakes w

ith a sm
ile the w

orld against thy heart.



112
113

predecessor w
ill have survived, and are aw

aiting their role in 
a “double reading: a reading of the fragm

ent perceived in re-
lation to its text of origin, and a reading of the sam

e fragm
ent 

incorporated into a new
, different totality.”

6 
If the source m

aterial for a “greatest hit” is a “greatest hit,” 
the resulting post-naive w

ork can be considered a “greatest 
‘greatest hit’ hit.” T

he latter then has tw
o explicit reference 

points and engages w
ith them

 in a trialectics, encouraging a 
palim

psestic triple reading.

F
or a lon

g
 tim

e U
lises C

arrión’s w
ork w

as not being read 
m

uch, if at all.
In m

id-2009, I faxed C
arrión’s SO

N
N

E
T(S), and SO

M
E

 
M

O
R

E
 SO

N
N

E
T(S) to the D

raw
ing C

enter, N
ew

 Y
ork, w

here 
they w

ere all displayed in the group show
 FA

X
. U

nfortunately, 
none of C

arrión’s SO
N

N
E

T(S) m
ade it into the catalogue.

L
ater that year, I had a reading at the Stichting P

erdu in 
A

m
sterdam

. W
hile there, I visited R

eguliersgracht 103, and 
had a chat w

ith the current residents, w
ho had no idea that 

this w
as once hom

e to C
arrión’s publishing house In-O

ut 
P

roductions, and incubator to O
ther B

ooks and So, notorious 
now

adays w
ithin certain circles. In fact, none of the artists, 

poets, scholars, and booksellers I m
et in A

m
sterdam

 w
ere 

fam
iliar w

ith the nam
e or w

ork of U
lises C

arrión, Jan V
oss (of 

B
oekie W

oekie) being the one notable exception.
A

lso in 2009, som
e M

oM
A

 people w
ere bold enough to 

m
ount an exhibition, entitled IN

 &
 O

U
T

 of A
m

sterdam
: Travels 

in C
onceptual A

rt 1960–1976, om
itting C

arrión altogether. 
T

hat w
as appropriation, too, but certainly not post-naive.

B
ut the tim

es are changing. C
arrión has becom

e a role 
m

odel for the poet-artist (operating on both sides of the im
ag-

inary border betw
een visual art and literature, like som

e of 
the people w

ho show
 at the C

onceptual P
oetics D

ay), for the 
independent artist (operating independently from

 the com
m

er-
cial gallery system

, like som
e of the people w

ho show
 at M

iss 
R

ead), and also for artists w
orking in com

m
unity building and 

6  G
roupe μ, quoted in D

w
orkin, R

eading the Illegible, 13.

the N
Y

 Tim
es, and the Village Voice (still then a w

eekly printed 
paper). T

hese rew
orked papers constituted new

spaper flag 
profiles, like T

he N
ew

 York Tim
es F

lag P
rofile: a rew

orked 
version of the Septem

ber 11, 2002 N
ew

 York Tim
es, containing 

nothing but the depictions of stars and stripes from
 that day’s 

edition w
ith everything else left blank. T

hey w
ere placed w

ith 
strict page concordance and cam

e w
ith an index that m

eticu-
lously listed the context of each article or advertisem

ent. T
he 

new
spaper fragm

ents w
ere inserted into the paper, as op-

posed to tacked onto it, constituting recto-verso collages that 
preceded later site-specific w

orks of m
ine inspired by C

arrión.  
P

rinted in an edition of 1000 on a rotary offset press at a 
printing plant in L

ong Island C
ity, T

he N
ew

 York Tim
es F

lag 
P

rofile also m
arked the beginning of a publishing practice.

It w
as n

ot u
n

til 2008, though, that the term
 “greatest hit” 

cam
e up, and eventually it becam

e the nam
e of a (self-)pub-

lishing im
print, founded to unite under one roof a series of w

orks 
that fit the follow

ing definition: “if a book paraphrases one ex-
plicit historical or contem

porary predecessor in title, style, and/or 
content, this technique is w

hat I w
ould call a ‘greatest hit.’”

5

T
he predecessors (other than local daily new

spapers and 
a transcript of a biotech com

pany’s stock m
arket presen-

tation) w
ould com

e to include Stéphane M
allarm

é, M
arcel 

B
roodthaers, M

ax Stirner, G
ertrude Stein, W

alter B
enjam

in, 
Seth Siegelaub, E

d R
uscha, M

el B
ochner, and—

soon 
enough—

D
ante G

abriel R
ossetti and U

lises C
arrión. T

heir 
w

orks or texts w
ould com

e to serve as both reference points 
and as raw

 m
aterial for new

 projects. T
hese new

 w
orks w

ould 
not just be vaguely alluding to their points of reference, but 
openly cannibalize them

. It goes w
ithout saying that this 

sort of cannibalism
 can all but kill the cannibalized. F

or one 
thing, it leaves the source reference recognizable, but even 
m

ore than that, som
ew

here in the abyss of the internet, or in 
the catacom

bs of antiquarian bookstores, or entom
bed in an 

art or university library, one or m
ore dispersed copies of the 

5  P
ichler, Statem

ents on A
ppropriation.
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artist-run institutions. 
B

ut how
 did C

arrión’s w
ork survive the critical period, the 

first few
 decades after his death? M

ostly through other artists: 
first just a few

 from
 his ow

n generation, especially M
artha 

H
ellion and G

uy Schraenen w
hose A

rchive C
enter for Sm

all 
P

ress &
 C

om
m

unication form
ed the base of the aforem

entioned 
research center in B

rem
en, and then through the appreciation 

of a few
 artists from

 younger generations. N
ow

 he has becom
e 

an artist’s artist in the w
ider sense; he has “m

ade it.” H
is texts 

are being anthologized, and republications seem
 to proliferate 

(by H
erós L

im
ité, C

/A
rte, A

lias E
ditorial, B

oabooks, U
D

P, to 
nam

e just a few
 publishers of his w

ork).

P
ock

et-sized
, typeset d

ig
itally, om

ittin
g

 the blank 
verso pages throughout the book, and w

ith other adaptions (in 
letter spacing, line breaks, and reproduction m

ethod, to nam
e 

a few
), the 2020 edition of C

arrión’s SO
N

N
E

T(S) rem
inds m

e a 
bit of H

ellenistic copies of classical G
reek sculptures produced 

in R
om

an tim
es. T

hey are not very faithful; they are an actu-
alization, a m

aking use and keeping alive, w
ithin the econom

y 
of m

eans of their ow
n tim

es. It w
as m

ainly H
ellenistic copies 

of classical sculptures that helped to launch an appreciation 
of antiquity. U

nlike the sculptures of L
ysipp, w

hich have sur-
vived only as R

om
an copies, som

e physical copies of C
arrión’s 

several books have survived as they w
ere originally published. 

T
his republication—

in the L
ost L

iterature Series, m
oreover—

 
m

ay m
otivate readers to engage in excavation. In any case, it 

is a great lesson in reading.

D
etou

rn
in

g
 R

ilk
e, th

e im
perative m

ight go, “D
u m

usst 
dein L

esen ändern.”
7 O

r, in other w
ords, as C

arrión already 
knew

, the new
 art of m

aking books im
plies a new

 art of 
reading books.

7  “D
u m

usst dein L
eben ändern”—

“Y
ou m

ust change your life” is R
ilke’s 

m
ost fam

ous line of poetry; in G
erm

an, w
ith the replacem

ent of one letter, it 
becom

es “Y
ou m

ust change your reading.”
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ll gathering clouds of N
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F
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A
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